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This study examines the effects of the Internet on an international 

community of artists who have exchanged art through postal systems for 40 years. 

The methods of grounded theory are employed to collect and analyze three types 

of data.  The sources of data are: literature collected from Internet communities 

where the artists converse and publish artworks, interviews with artists who have 

experience in both electronic and traditional network environments, and artworks 

made by artists to express their visual and poetic responses to the Internet.  The 

collected data reveal three clusters of artists' concerns: social, artistic, and related 

to art history. With global electronic networks contributing toward technological 

change and aesthetic shifts in their art, artists express concerns about shifting 

structures in their social networks, as well as threats to their traditions and to the 
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relics of their own history. Artists identify complex interrelationships and 

strategies that emerged during the 40-year history of the Correspondence Art 

Network that are in jeopardy of being replaced by new technologies and new 

forms of networking. The conclusions suggest future research in the fields of 

aesthetics, women artists, the archives of the correspondence art movement, and 

emerging networked art.  Continued research into creative networked systems 

may help to protect the correspondence art archives, increase our understanding of 

a long-lived art movement, and highlight strategies for successful implementation 

of distributed communities across disciplines.  
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Chapter 1:  Introduction to mail art networking 

A collage is a composition made from fragments of diverse elements 

glued together. Collage artists arrange the fragments to create internal tensions 

and balances that form new meanings.  The purpose of this dissertation is to pull 

together fragments of interviews and observations, whole works of art, portions of 

web sites, and artists' attitudes to form a collage of the effects of the Internet on 

the Correspondence Art Network also known as the Mail Art Network.  

PUSHED ENVELOPE 

In 1994 Ray Johnson telephoned my house. Johnson was the founder of 

the New York Correspondence School that expanded into the international 

Correspondence Art Network.  John Held Jr., historian, librarian, and collector of 

correspondence art, said that when you got a phone call from Ray Johnson it was 

a sign that you had become a full- fledged mail artist.  Johnson was as famous in 

the Correspondence Art Network for his enigmatic phone calls as he was for his 

enigmatic mailings. I was in the bathtub when I found out that Johnson had called. 

If you are familiar with the Bat Tub project (Illustration 1) and Johnson’s many 

associations with water, these damp details of my bath story may carry additional 

weight.  
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Illustration 1:  Bat Tub is an add-to-
and-send project by Ray Johnson 

Illustration 1 is an add-to-and-

send project started by Ray Johnson 

and has been sent through the 

Correspondence Art Network for 

years.  The bottom layer of each 

drawing shows a hand-drawn bath tub, 

often with a photograph of Johnson's 

head resting on the right end of the 

tub.  Large upside down letters 

spelling "Bat Tub" loom over the tub.  

At the left bottom of the page Johnson 

printed upside down and in smaller letters, "Please add to and return to Ray 

Johnson," and in the lower right "Philip Guston's bath tub."  Artists are invited to 

add their own art to the Bat Tub and send it on, eventually back to Johnson. 

Figure 1 is one of dozens of Bat Tubs I intervened upon and sent out over the 

years. In this version I added a photocopy of a group photograph of all the women 

artists who attended a panel held in September 2000 in conjunction with the 

Wexner Museum of Art's Ray Johnson Correspondences exhibition.  The photo 

of the women standing side-by-side is cut out and glued to appear to be in the tub 

to the left of Johnson's head.  I added pink and yellow paint around the tub. This 

example is one of probably thousands of variations by many artists on the Bat Tub 
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project. I don't know when Johnson started the project, but I know that Bat Tub 

variations have been circulating since I became a correspondence artist in 1989 

and that I received a photocopy version as recently as 2001 from Ruggero Maggi 

in Italy.  

My son yelled through the bathroom door, "Mom, do you know who Ray 

Johnson is?"  I yelled back, "Yes, he's the guy who started mail art."  My son said, 

"Well, he called. Dad left a message."  There was a splash.  A few weeks later I 

answered the phone and it was Johnson calling back. Johnson asked me to explain 

the Internet to him.  I don't know how he heard that I am an Internet artist but I 

described the Internet the way I see it, in terms of mail art.  For example, I told 

Johnson about how objects in multi-user role-playing games are like mailed art 

because the digital objects are creative experiments, freely distributed in 

communities of online role players, that can be transported to other shared 

environments.  These objects, made from text and computer code, have associated 

actions programmed to lead the reader/user to the next description of a characters' 

performance. For example, a virtual blimp base on MediaMoo, an online role-

playing game at the Massachusetts Institute of Technology, has a mooring tower 

where players select the verb "climb" to launch a description of the character's 

climb to the top of the tower's ladder. When the character reaches the top, the 

choices are "jump on the gondola" or "walk the gangplank." If you choose the 

wrong one, the character will plummet to his/her/its death, be kicked off the 

system, and have to log in again.  These automated texts, delivered to random 
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users, are versions of visual poetry or Dada surprises distributed through a 

network. You can't get much more like mail art. 

On January 13, 1995 there was another splash.  Ray Johnson jumped off a 

bridge into the freezing water of Sag Harbor. 

This agile 67-year-old man, who had jokingly announced his own demise 
many times as part of his art, jumped from a bridge on Friday the 13th in 
January 1995 and drowned.…He was last seen alive by two teenage girls 
in Sag Harbor, N.Y., as he was backstroking into a cove. The next day, his 
corpse was pulled, fully clothed, from the water. (Bloch, 1999) 

Johnson left an influential body of work swirling around the planet setting 

other artists in connective motion.  

My mission is to trace the moving currents of the work started by Johnson. 

At the end of the mechanical age photocopy ruled the zine scene and the postal 

service was the technology of a global net. At the dawn of the information age 

wingless wireless messages fill the frequency layers between earth and sky. This 

research is about the international art movement that Johnson left in motion and 

the effects of the Internet on that network of artists. 

TENSIONS AND FRAGMENTS 

The correspondence art movement and its community of artists are held 

together in dynamic tensions. The tensions include conflict between ideals and 

philosophies. Conflicts also arise between the manner in which words and art 

works differently express these tensions, but you will not follow these tensions in 

art history books because, with rare exceptions, art historians do not write about 

correspondence art. Correspondence artists themselves fill the resulting art 

historical gap by writing essays, letters, manifestoes, and even books. Their 
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research ranges from naïve to sophisticated.  Their essays can be stilted, single-

minded, or complaining. But correspondence artists can also be eloquent writers: 

Vittore Baroni, expounds sweeping philosophical views, Anna Banana and John 

Held Jr. provide historical perspectives, Guy Bleus and Rain Rein Nevermind are 

experimental.  Some of the best correspondence art writing is blatantly untruthful, 

occurring when artists make up whole histories for themselves or create fictitious 

countries or planets from which to publish their own postage. But the purest 

complexity of correspondence artists' thoughts is seen in their artworks and their 

visual poetry. Visual poetry grows between words and images containing 

fragments of each. Since a dissertation is made of words crafted into questions, 

answers, arguments, illustrations, and rationales, this dissertation gives fair play to 

correspondence artists' words, but it also contains examples of their art works and 

visual poems. This research portrays the tensions and balances between the artists, 

their words, their works, and within their collective, especially in response to the 

rapid expansion of networking technologies. 

Traditions have coalesced and become accepted methods during the 

history of the correspondence art movement. New art forms, new technologies, 

and new artists create stress on correspondence art traditions.  The layers of this 

dissertation illustrate tensions of today's Correspondence Art Network, often 

between words and images, and between the network's present and past. As 

remnants of Johnson's body of work still ripple across the oceans, the people he 

affects move in response to many currents.  One of the currents still swirling is the 

question, what is mail art? 
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In the following chapters you will read some of the many meanings as 

related by the artists themselves. To start the collage I have gathered an 

introductory array of definitions by curator and librarian, Clive Phillpot; professor 

of new media, Craig Saper; the late mail artist and Fluxus artist, Dick Higgins; 

mail artist, Ken Miller; Ray Johnson's friend and art historian, William S. Wilson; 

Italian professor and mail artist, Gianni Broi; Japanese artist and teacher, Ryosuke 

Cohen; and correspondence artist, arto posto. 

CLIVE PHILLPOT: SIMPLE DEFINITION 

Clive Phillpot is a specialist in artists' books who works in the research 

office of the British Council. He was Director of the Library of the Museum of 

Modern Art in New York from 1977-1994 and maintained a correspondence with 

Ray Johnson. Phillpot defines mail art in terms of it's relationship to the post 

office and to Johnson. 

Mail art, simply defined, is art that utilizes the postal service, or, in a 
secondary manifestation, is art that takes a form relating to postal products 
or apparatus - for example, artists' postage stamps and artists' rubber 
stamps. On many occasions, Ray Johnson has been named the father of 
mail art, also the grandfather, and even the "sugar dada." (Phillpot, 1995) 

DICK HIGGINS: MAIL ART AS INTERMEDIA 

The late Dick Higgins was a theorist, poet, composer, scholar, artist, 

publisher and seminal figure in the early Happening and Fluxus movements. 

Higgins revives the word "intermedia," from the 1812 writings of Samuel Taylor 

Coleridge to define works which fall conceptually between media that are already 

known; he uses the term to demystify avant garde art. Higgins claims that 
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intermediality rests on an artist's or group of artists' desire to fuse two or more 

existing media (Higgins, 1965 and 1981) and he defines mail art as intermedia. 

…between almost any art and non-art media other intermedia are possible. 
What lies between theater and life, for instance? Between music and 
philosophy? … If we take any art as a medium and the postal system as a 
medium, then mail art is the intermedium between these - postal poetry, 
postal music, mail-art [visual variety], etc. (Janssen, 1995b) 

KEN M ILLER: MULTI-DEFINITIONS 

Ken Miller is an artist and zine publisher with an extensive Web site 

called "Shouting at the Postman." Miller's site is a grab bag of articles about mail 

art, videos, zines, personal events, and recipes.  

So how do I define "mail art"? 

* It has no set criterion other than it must be sent by mail. 

* Like anything that can be defined as "art", it is a reflection of our 
culture, an aesthetic that uses devices associated with mass production 
(rubber stamps, Xerox, mass mailings) to convey it's message, but 
everything (and I do mean everything) can be (and is) added to the mix. 

* It is decentralized, in that mail artists all rely on other artists to 
convey their messages, their work, their advertisements for projects. 

* It is international, and it goes beyond the usual cultural barriers of 
geography and language. 

* There is no sanctity of completion; all that is put into it is subject 
to further manipulation by other artists: nothing is ever finished. This is 
what art is really all about, continual reinvention and metamorphosis. 
Paintings in the museums are just interesting stops along the way, but they 
are never the end of the road. 

* Because it is freely reproduced and traded, but never sold, it cannot 
be compromised for the sake of money. 
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* It embodies the do-it-yourself spirit that has been absent from 
conventional art and music for too long. Anybody can participate. 

One can take comfort in knowing that no matter what you do, chances are 
good that there is someone, somewhere who will like it. (Miller, 1995) 

These first three definitions are strongly tied to the postal systems. In the 

following collection of additional definitions, author Craig Saper sees mail art as 

kind of intimate bureaucracy, theorists William S. Wilson and Gianni Broi 

connect correspondence art to gifts and to systems. Artist Ryosuke Cohen views 

correspondence art as a brain. 

CRAIG SAPER: INTIMATE BUREAUCRACIES 

Craig Saper is professor of Digital Rhetoric and Networked Art and 

Literature at University of Central Florida. His 2001 book Networked Art is an 

important analysis of Ruth and Marvin Sackner Archive of Concrete and Visual 

poetry in terms of collective art-making. Saper theorizes that when "aesthetic and 

poetic decisions embodied in artworks lead to a  heightened or changed social 

situation, …these forms [are] sociopoetic rather than artworks within particular 

social contexts" (Saper, 2001) (p. xiii). Saper's insights into the dynamics of 

artists' networks as art is original and useful because it visualizes the relationships 

between artists and their collective products (including their networks) as a 

system of intimate bureaucracies. 

An intimate bureaucracy makes poetic use of the trappings of large 
bureaucratic systems and procedures (e.g., logos, stamps) to create 
intimate aesthetic situations, including the pleasures of sharing special 
knowledge or a new language among a small network of participants.  
(Saper, 2001)p. xii 
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WILLIAM S. WILSON: SYSTEMS AND GIFTS OF MAIL ART  

William S. Wilson shared a close friendship with Ray Johnson for over 40 

years. Wilson's New York apartment holds a rich archive of for information 

regarding Johnson and Wilson, recognized as the most informed authority on 

Johnson. 

William S. Wilson: Mail art as a system 

Even movements in the visual arts tend to become systematized, and are 
likely to run out of energy if they do not remain open to valid novelties.  
However some people prefer tightly closed systems and join a police force 
or the military.  Can one expect a person who has chosen to dwell within a 
closed system like a military unit, a monastery or a country club to 
participate in an open system like mail-art?  The phrase "stable open 
system" I borrow from Michael Polanyi, who borrowed the words to 
describes life as a stable open system.  The implication here is that mail-
art is a model for systems that enhance the animation and livingness of 
life, and that it must be aware of the structures and functions of other 
systems, ranging from postal services through to museums.  Not 
entertainment, but art, has in our culture often worked to break "the mind-
forged manacles" (William Blake), and to enable people to fly beyond the 
nets of nationalism, religion and language (James Joyce) (Wilson, 2003b). 

Mail art as a gift 

Wilson also comments on the irrationality of mail art gifts and the effects 

of the gifts on the receivers. 

...the profitlessness of mail-art has been an emancipation, a moment of 
economic truancy and mischief, as irrational as love. (Wilson, 2003a) 

 

Mail-artists have given a gift of experiences of gifts to other people, 
sometimes constructing those others into mail-artists. Having so often 
used what otherwise might be thrown away, mail-artists might want to 
think about values and experiences of gifts such as freedom from the 
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marketplace, gifts which would be irreversibly and irretrievably thrown 
away. (Wilson, 2003a) 

GIANNI BROI: GIFTS OF MAIL ART  

Professor Gianni Broi organizes correspondence art gatherings and 

performances in Italy and France. Since his first correspondence art exhibition in 

1989 at the University of Florence on the theme of international postcards, Broi 

has contributed numerous scholarly and thoughtfully personal essays for 

exhibition catalogs.  Broi feels that gifting in mail art began at its inception and is 

a natural development based on the nature of Johnson's personality. 

The gift principle suppresses the commercial value of objects. This is the 
heart of mail art. Ray Johnson said, “It’s not at all a cliché when I say that 
I have a kind of natural generosity and that was the real basis of the New 
York Correspondence School…generosity of image and idea and 
information” ….[ Johnson's] suppression of commercial value is a gift 
from Johnson to mail art, because it is a native quality, a trademark….The 
gift principle throws light on the complex essence of mail-art by putting it 
into a perspective that…is perhaps the only one needed to explain its force 
of attraction (Broi, 1998) pages 33-34. 

RYOSUKE COHEN: MAIL ART AS A BRAIN MADE OF NERVE CELLS 

Ryosuke Cohen, a mail artist and school teacher in Japan, publishes one of 

the longest-running mail art projects, Brain Cell. Started in 1985, Brain Cell is a 

printed collage of all the images from around the world that Cohen receives each 

week. On his home page, Cohen addresses the relation between mail art and the 

community of mail artists with his definition about how fragments of the network 

share fragments of individual artists. 

… you can be more than a mere individual, able to be free to create art 
pieces with a new attitude, just being a fragment of the whole Network 
and sharing fragmental parts of many other artists. …In Mail Art, the 
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network expands as A to B, B to C, and so on. It is not only limited to peer 
communication. In fact, you can put collages on the mail you receive and 
send it back, or you may be able to send other artists' ideas into your own 
mail. As a whole body, it appears as a brain constructed with numbers of 
compiled and complex nerve cells, which are created in a non- linear order 
(Cohen, 2002). 

HONORIA’S DEFINITION: MAIL ART AS A DRAMATIC EVENT  

Opening an envelope, an email, or a new correspondence art web site is a 

dramatic event. Correspondence art involves two people in a web of mailed 

messages. Inspired by direct or indirect messages from other senders, the mail 

artist uses art to communicate with one person while at the same time 

participating in a whole international network. Correspondence events hold 

mysteries of the near and the far. The near mystery is the artist’s own relationship 

with her creative personality, the initial unknown of what will be created. The far 

mystery is how the art will be received. Who besides the sender will see it; will it 

be valued in a collection; will it be included in a publication? I once showed a 

folder of mail art to Oscar Mink, my open systems thinking professor. He 

carefully examined the small artworks and their stamps and said, "These seem to 

be part of some international system; they have some things in common but are 

each surprising in their own way. Why are they all addressed to you? Are you an 

attractor for this art?"  

ARTO POSTO: BOX-OF-MAIL-ART AS TEACHER  

Correspondence artists agree that putting mail art into words is harder than 

putting mail art into envelopes. Dorothy Harris, known in the network as arto 

posto, is an artist's stamp creator. Sometimes she becomes a correspondence art 
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teacher with a unique manner of distance learning. Harris educated a chat group 

devoted to mail art on the Prodigy online service by sharing information about 

mail art both online and through the mail. In 1996 artist, arto posto began to 

venture onto the Internet. She introduced mail art to people in an online 

community by assembling a box of correspondence art to send to people who had 

never seen it before.  To arto posto, a box of correspondence art is a more 

accurate than words to define mail art. 

I find it much more difficult to TELL someone what mail art is than to 
show it to them. For that reason I got the idea of boxing up dozens of 
pieces…and routing it to those who had expressed interested in seeing 
what mail art is all about. Thus far twenty-seven women requested to be 
added to the list, and the box of mail art is currently making its way 
around the U.S. As each person gets the box, she posts enthusiastically on 
the computer bulletin board America Online. This arouses additional 
interest, and more people e-mail me to ask that they, too, get a chance to 
see the box of mail art (Janssen, 1996c). 

I adopted arto posto's strategy in the collection of data for this research. In 

addition to conducting interviews, observing correspondence art message boards 

and Web sites, I asked correspondence artists to send original art on the subject of 

the effects of the Internet on their work.  The results of this collection are 

discussed in Chapter 6. 

SOUNDS LIKE "MALE" 

To avoid confusion in conversation when introducing the research I use 

the term "correspondence art" instead of "mail art." The homophones "mail" and 

"male" cause confusion especially because mail art includes many important 

women.  Another reason I prefer "correspondence" to refer to the research is that 

I'm trying to discover the current relevance of "mail" to contemporary 
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correspondence art.  Keep in mind that correspondence artists refer to themselves 

as mail artists, and women mail artists must field silly comments about claiming 

to be men artists. Although correspondence artists are familiar with the term 

correspondence art, "mail art" and "Mail Art Network" are the most common 

terms used by the artists to refer to their products and communication systems.  

As the interviews and art works collected for this research indicate, many artists 

passionately value the postal imprints that pieces of mailed art collect in their 

travels, therefore, the postal association is central to their appreciation of the art 

works.  Other artists consider their global community to be the real art work; still 

others believe that the individual personal network that they build over time is the 

embodiment of their art.  Now that the correspondence art exchange is also 

conducted on the Internet, "mail" becomes a less obvious defining element.  

Volker Hamman, a social scientist, correspondence artist, and Net artist, 

recommends the use of the term "correspondence art."  If the network is to 

maintain a vital flexibility that has characterized it from the beginning, a name 

change may be a good way to reflect the new networking environment.  However, 

maintaining an increasingly outdated name would reflect the long history of the 

movement. The artists are good at making up names, and the creative collective 

will come up with the terms to describe themselves and what they do. In 

summary, I use the term "correspondence artists" interchangeably with "mail 

artists" and "Correspondence Art Network" interchangeably with "Mail Art 

Network."  I capitalize the network name to correspond with other art movements 

such as Futurism, but I do not capitalize initial letters for "mail art" and 
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"correspondence art" in the same way that the general term "art" is not capitalized 

in normal use. 

PURPOSE 

The purpose of this study is to understand the effects of the Internet on the 

community of artists who traditionally exchange art through international postal 

systems. How does rapid development of networked technologies influence the 

40-year old global art movement?  How do correspondence artists respond to 

emerging global electronic networks as they initiate aesthetic shifts in their art and 

social restructuring in their network?  

SIGNIFICANCE  

This research will be useful to:  

- Assist curators of correspondence art collections to identify internal systems 

of the Correspondence Art Network 

- Detail correspondence art networking strategies for comparison to other 

networks 

- Determine established artists' adaptations to Internet networking 

- Determine ways in which established correspondence art systems carry over, 

are changed, or are eliminated, when artists make choices in their uses of 

postal communications and electronic communications. 

This study provides a view of Internet community interactions through the 

cultural lenses of correspondence art networkers. The value of this study lies in 

the perspectives of artists who invent and practice strategies that build ongoing 

creative relationships across time and distances. Do correspondence artists 
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transmit culture, art, skills, and attitudes through the Internet as they do using the 

postal service? What patterns emerge as electronic objects and physical objects of 

correspondence art flow around, merge, and build upon each other? 

LIMITS OF THIS STUDY 

This research is limited to members of the loose international community 

that have exchanged art via the postal system since the 1960s, and recently, via 

the Internet.  Since the late 1980s correspondence artists have increasingly 

incorporated the Internet into their practices.  This study was conducted over a 

three-year period from 1999-2001.  The collected data and conclusions may have 

broader applications to other kinds of dispersed communities affected by 

adaptation to the Internet, but this research concentrates only on correspondence 

art. Like all qualitative research, this dissertation is unique to this group and 

generalization to other groups is limited. 

IMPORTANCE 

Mail art is a vibrant international network founded on trust, 

experimentation, freedom, free exchange, and mutual respect. The Internet is a 

much larger and more diverse network system. I am a member of both of these 

interconnected networks.  I am fascinated by the differences in attitudes and 

strategies for successful communication and exchange of ideas in each network. 

This dissertation is important to understanding currents that buoy, convey, or 

drown aspects of the Correspondence Art Network as thousands of participating 

artists increasingly use digital networks, learn from each other, and inhabit 

collaborative conceptual spaces.  
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The resulting dissertation will be posted on the Electronic Museum of Mail 

Art (http://www.actlab.utexas.edu/emma) together with an invitation for 

correspondence artists to continue to contribute.  The Electronic Museum of Mail 

Art research pages will continue to be a place where conference papers, 

interviews, and publications form a growing resource available for future studies 

in networks and correspondence art. 

DISSERTATION LAYOUT  

The eight chapters of this report are collage pieces full of data that can be 

arranged in any number of patterns. I have chosen the following order. This 

introduction chapter is followed by Methods Chapter 2, a meditation on the 

methods of grounded theory. Message boards Chapter 3 listens in on mail artists' 

message board conversations about the research topics. Chapter 4 is a case study 

of the Travelling Art Mail (TAM) Web site and its creator, Ruud Janssen.  

Janssen’s 1994-98 TAM interview project set the stage for my research because 

Janssen questions artists' about their early uses of computers and the Internet.  

Chapter 5 is a series of essays distilled from my interviews with artists. Chapter 6 

is an alternate set of data, actual correspondence artworks because the artworks 

provide nuanced attitudes, in the artists’ natural communication media. The 

artworks range from simple drawings and rubber stamp impressions to complex 

collages and digital images.  Chapter 7 is an analysis of trends and patterns in the 

data from chapters 4, 5, and 6. Chapter 8 discusses the relevance of the trends and 

patterns to the Correspondence Art Network and suggests areas for future 

research. 
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Chapter 2: Methods of collage of data using grounded theory 

FUTURISM AND COLLAGE (1909-1915)  

Futurists integrated radical effects of the machine age and technological 

inventions. Their collages vigorously combined found materials into art of 

passionate rebellion, noise, energy, motion, and dynamism.  

DADA AND COLLAGE (1915-1923)  

Reacting to the brutality of World War I, the most active collage artists in 

the early 20th-century were in the Dada movement. Dadaists ridiculed the culture 

of their time through deliberately absurd performances, poetry, and visual art.  

RAY JOHNSON AND MOTICOS (1927-1995) 

In an interview for the inaugural issue of the Village Voice, Ray Johnson 

discussed what moticos were and what they weren't. "I've got a big pile of things 

at home which will make moticos. They're really collages - paste-ups of pictures 

and pieces of paper… but that sounds too much like what they really are, so I call 

them moticos. It's a good word because it's both singular and plural and you can 

pronounce it how you like."  (Wilcock, 1955) Johnson's moticos, or collages, are 

exhibited more often in museums and galleries than his mail art because curators 

place the moticos in the category of fine art. In contrast, curators treat Johnson's 

mail art more as a long-term performance or avocation, rather than as individual 

art objects.  
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This short history of collage brings us to the beginning of this research 

project and consideration of collage as a way to creatively use grounded theory 

methods to pull together diverse and changing sets of data. 

HONORIA’S RESEARCH AND COLLAGE (1999 – 2001) 

I use grounded theory as a method of data collage. Collage combines 

diverse components that the artist brings together. For a collage artist such as 

myself, grounded theory combines the creative attraction of collage with my 

academic training in observation, data collection, appreciation of tacit knowledge, 

data coding and analysis, and contributing to knowledge. I use grounded theory to 

build up a picture, or theory, from diverse meaningful fragments. The data 

fragments come 

from four general 

sources as pictured 

in the following 

diagram. 
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Illustration 2 Venn diagram of data sources shows 3 overlapping Internet-based 
sources and the art work collection as an outside source  

During the three years of this study I used three sources of Internet data 

depicted in Figure 2 as three overlapping ovals.  The three Internet-based sources 

are artists' Web sites, message boards, and interviews via email.  The fourth 

source of data is represented as a triangle entering the overlap of the ovals from 

above. This fourth source is a collection of art works sent through the mail. The 

art works offer views from the outside of the Internet sources because the art 

works are objects made from paper, glue, paint, and ink, that portray comparisons 

of the Internet to traditional correspondence art.  The observational data from 

message boards and Web sites act as a dynamic literature review. In addition to 

the art works and Web sources, I conducted 3 pilot interviews in person and 36 

interviews (appendix) in a series of email exchanges.  

To best illustrate mail art's diverse communication, I deliberately collected 

data in two formats: the first is a series of interviews from artists who use the 

Internet in their practice of art, and the second is 166 actual pieces of 

correspondence art. To obtain interview data, I sent e-mail questionnaires to fifty 

people who I knew used the Internet for correspondence art. I also mailed 

invitations in the form of printed stickers to 100 artists and enclosed extra 

stickers. Stickers and small card give-aways are common distribution techniques. 

Stickers are effective because they can be added to other artists' envelopes. I 
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hoped the sticker invitations would be passed along in the networking tradition to 

expand the sample within the population of correspondence artists. Beyond these 

individual mailings, I posted the questionnaire online at the Electronic Museum of 

Mail Art and on 5 correspondence art message boards.  

Thirty-one artists completed interviews and answered follow-up questions. 

In addition to artists who are already well- represented in the literature of 

correspondence art, such as Guy Bleus and Vittore Baroni, I sought to include 

active women artists and new generation correspondence artists. Active 

solicitation of women and new artists ensures that the interviews represent the 

most accurate range of correspondence art activities on the World Wide Web and 

in the mail during 1999-2001.  The categories and implications that emerge from 

these various data sources are embedded in essays in chapter 5 and in the analysis 

of the artworks in chapter 6. These four data sources provide a rich array of types 

of information, all of it constantly changing and shifting as new elements are 

added to the mix.  All these sources in motion can be put together with creativity 

and rigor by using the techniques of collage and grounded theory.  

GROUNDED THEORY AND COLLAGE 
 

Grounded theory is a qualitative research method used to analyze social 

processes and human interactions. Grounded theory methods result in 

explanations of social processes and structures that are derived (grounded) in the 

empirical data. One of the two founders of the grounded theory method, Barney 

Glaser states, "Grounded theory deals with what is going on in the action system 

studied" (Glaser, 1992) p. 49.  In this study the "action system" is the 
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Correspondence Art Network and "what is going on" is the response of artists in 

the system to the Internet. In grounded theory methods, meaningful building 

blocks emerge from the raw data as the researcher constantly compares the 

literature, interviews, and observations for common or unique categories and for 

underlying theoretical structures. Michael Myers is the Associate Dean in the 

University of Auckland Business School in New Zealand with research interests 

in qualitative research in information systems, and social and organizational 

aspects of information technology. Myers points out that grounded theory is “a 

continuous interplay between data collection and analysis."  (Myers, 2002)  Helen 

Kara is a social scientist in Great Britain and director of a professional research 

consultancy that offers external evaluations to social programs. Kara reflects on 

how grounded theory evolved from the quantitative research environment of the 

1960s. 

Grounded theory was developed in the 1960s as a reaction to the 
dominance of quantitative research methods in which a theory is formed 
then an empirical study is carried out to discover whether the hypothesis is 
proven. Grounded theory is the opposite: a theory is systematically 
verified by the collection and analysis of data. (Kara, 2002)  

Grounded theory is used in nursing studies, education, political science, 

psychology, economics, business management, information systems, and the arts.  

The methodology is a flexible system with which to process qualitative data and 

has been adapted to study performing arts and the fine arts. 

Grounded theory research is guided by theoretical sampling. Theoretical 

sampling is an active process in which discoveries (made during data gathering, 
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observation, and literature review) direct the researcher to her next area of inquiry 

or potential data source.  Glaser explains theoretical sampling: 

Theoretical sampling is the process of data collection for generating theory 
whereby the analyst jointly collects, codes, and analyzes his data and 
decides what data to collect next and where to find them, in order to 
develop his theory as it emerges. This process of data collection is 
controlled by the emerging theory.…The initial decisions are not based on 
a preconceived theoretical framework. (Glaser, 1967) page 1 

Theoretical sampling on the World Wide Web is greatly facilitated by 

search engines.  A key word search for "mail art" or "mail artist" quickly provides 

an extensive list of Web sites with correspondence art content.  It is the grounded 

theory researcher's role to evaluate the search results based on her knowledge of 

the field of study and the relevance of the new information to the research 

questions. In this research, theoretical sampling provides a system to carve a path 

through the data; to include or exclude facts, stories, artworks, and emails 

concerning correspondence artists' uses of the Web. 

The concept of emerging theory is used to explain how grounded theory 

differs from other methods.  Bob Dick, Action Research scholar from Griffith 

University and Southern Cross University in Australia, addresses emergence in 

his online tutorial to grounded theory. 

What most differentiates grounded theory from much other research is that 
it is explicitly emergent. It does not test a hypothesis. It sets out to find 
what theory accounts for the research situation as it is. In this respect it is 
like action research: the aim is to understand the research situation….[and] 
to discover the theory implicit in the data (Dick, 2002). 

A collage emerges as the artist builds up layers of juxtaposed elements by 

adjusting many parts until the composition is complete. Grounded theory building 
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is also a cumulative operation in which analysis begins at the very start of the 

research project; data collection, analysis, and theorizing continue concurrently 

throughout the research. The analysis shows the most promising areas to explore 

and provides feed back when a category has been fully explored. Both collage and 

grounded theory systems provide a structure to navigate through many diverse 

sources of information. 

While incorporating simultaneous and parallel decisions, grounded theory, 

like collage, invites creativity. Kara maintains that grounded theory offers a 

unique balance of creativity and rigor, “Grounded theory is a scientific discipline 

which is also very creative. Alternating between collecting and analyzing data 

requires both creativity and scientific rigour.”  (Kara, 2002)  This combination of 

creativity and scientific exploration, not only fits with my specific strengths as an 

artist and a researcher, it also fits with the constantly fluctuating qualities of the 

Correspondence Art Network. Researchers in the arts such as Anne Marshall, use 

grounded theory because the method allows for creative research designs to 

emerge and for insights to flourish. The art researcher employs creativity to 

portray the roles of artists and their productions in their own contexts. In addition, 

the inquiry may reveal other contexts that the researcher discovers during the 

process.  One example of the need for creativity in this project is the fact that 

some artists can be clumsy when they express themselves in words. In contrast, 

the same artists can be quite eloquent and concise when expressing themselves in 

art works.  Using the artworks as data, coding the art works, and assigning 

categories to them requires the flexible, yet rigorous, creative research 
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methodology that grounded theory provides.  In her essay on grounded theory in 

the performing arts, Marshall comments on using the method as a way of 

expressing creativity while at the same time researching artists and their work: 

[Creativity] is a vital component. It requires the researcher to break 
through assumptions and create 'new order.' It encourages researchers to 
develop skills in 'naming categories' rather than making lists, to let the 
mind wander and make free associations, to generate stimulating questions 
and to come up with interesting comparisons. This kind of approach 
discourages the accumulation of intellectual baggage (i.e. 'received 
knowledge') and encourages flashes of insight, sudden hunches, brilliant 
ideas and profoundly different theoretical formulations (Marshall, 1997). 

Creative use of grounded theory gives structure to this investigation of 

networks in states of constant change. Figure 3 is a chart illustrating the flows of 

this research. The upper level shows collage and grounded theory as 

interconnected concepts. Just below the top and overlapping the grounded theory 

and collage are the concepts of creativity and scientific rigor.  From these ideals, 

theoretical sampling is the next level that sets the path leading to a central area of 

interconnected data sources with links to and from elements of observation, 

message board monitoring, interview data, mail art Web sites, and art data. A link 

flows from the central concentration of interconnected data to the concept of 

constant comparison that initiates a feedback loop below. The loop circulates 

around the categories that emerge from the data, to member checking (asking the 

participants if the data represents their situations), and finally, from this feedback 

loop theory and implications emerge. 
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Illustration 3: Flow chart of grounded theory methods applied in this study 
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In both grounded theory and collage techniques there are a number of 

things happening simultaneously. Pieces of the whole are moved around and put 

next to each other and moved away from each other to find their final relationship 

in terms of the composition.  I analyzed the interview data for trends and patterns 

using the grounded theory method of memo writing to develop relationships 

between the categories that I found in the interviews, literature review, and art. 

The end result of the memo writing process is a series of essays on how the 

Internet affects twelve artists work. These essays reveal artists' uses of the Internet 

in context with their previous work and contain patterns shared by other artists as 

verified in the raw data collection presented in the appendices. I continue to 

monitor message boards and join new ones as they appear while continually 

finding more mail art web sites. This ongoing literature review, interwoven with 

the data collection and analysis is possible in grounded theory and it never settles 

until the participants agree the picture is as accurate as possible.   

Member checking is one way to confirm that the categories and patterns 

derived from the raw data accurately portray the attitudes of the participants.  I 

sent the finished essays in Chapter 5 to the participants to verify that the essay 

correctly represents his or her ideas.  These member checking emails often 

expanded and enhanced the interview data.  

Both grounded theory and collage are open processes but each produces a 

final product that is a multifaceted picture or theories of a situation. The 

knowledge and confidence of the researcher will lead her to recognize when her 

analysis and presentation of the relations of parts form a comprehensive 
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composition that can be appreciated and used by professionals in the field of 

study.  Glaser provides guidance for finalizing the research.  

The continual intermeshing of the data collection and analysis has direct 
bearing on how the research is brought to a close. When the researcher is 
convinced that his conceptual framework forms a systematic theory, that it 
is a reasonably accurate statement of the matters studied, that it is couched 
in a form possible for others to use in studying a similar area, and that he 
can publish his results with confidence, then he is near the end of his 
research.  He believes in his own knowledgeability and sees no reason to 
change his belief  (Glaser, 1967) pages 224-225. 

Glaser's description of the end result of a grounded theory project is a 

fitting way to describe mail art research because much of correspondence art 

research has been done with artists themselves expressing their tacit knowledge 

about their systems and their art movement.  Correspondence artists are confident 

of their knowledgeability and beliefs. Translating this confidence into a rigorous 

comparison is exciting because, although the data abound in fragments and 

isolated details, there is no serious research on the effects of the Internet on the 

Correspondence Art Network. This study will be useful to other researchers who 

wish to apply their own creativity to the masses of data about correspondence art 

and emerging new technology. 

Chapter 3: Correspondence art message boards online  

You enter an artist's studio outside of Paris to find an animated group of 

artists. A heated conversation is in full swing.  A dramatic French woman looks 

around the room and passionately exclaims, "Mail art must move, change like the 

world. Mail art is just at his [sic] starting, we have to re-invent it[!]" (Shad, 2001) 

A gray-haired bearded man from Uruguay shakes his head and sadly replies, 
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"Regarding the finish of art, we keep on [sic] mind that its evolution will produce 

its change or disappearance, when its natural cycle has ended. We have seen the 

track which mail art has gone through since it appeared until now, where the 

apparent institutionalization is damaging it. Thus, it is not difficult to predict that 

mail art will finish its cycle and will become integrated, late or soon, to the list of 

artistic expressions of 20th century" (Padin, 2001). A bald woman with tattoos 

peeking from her neckline vehemently asks, "Clemente, are you inferring that 

mail art will die? I just don't agree. I certainly plan on doing my best to keep it 

going in my life time…I find the Internet has increased many contacts and 

expanded my mail art world. I do not think the Net had been a determent as some 

folks believe. Long live mail art!" (Kitselman-Ames, 2001) A Belgian intellectual 

limps over to the tattooed woman and states with an air of authority, "The end of 

mail art is only a concept. As long as there will be "mail" or "e-mail" there will be 

"mail art" and "e-mail art" (Bleus, 2001). Finally, a tall Englishman with a dark 

stubble on his chin looks at the man from Uruguay and adds, "if mail art is to die 

out... well I'm not so sure that it will.........after all painting has not died ....the 

interpretation of what mail art might be in say 50 years may be radically different 

from what it is today....though i expect that the spirit of the eternal network shall 

remain intact"(Vaughn-Williams, 2001).  

This conversation did take place, but only the first sentence takes place in 

Reine Shad's studio outside of Paris.  The mail artists in the conversation 

participate by visiting an electronic message board linked from a Web site in 

Spain.  
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At the end of 2002 there were 97 online message boards on the topic of 

mail art.  During this research I was a participant on 6 of these message boards 

and a regular visitor to 10 others.  The flow of correspondence art conversations 

on the message boards provides a chronicle of artists' changing attitudes to a 

variety of issues.  The conversations on the message boards are sources of data on 

trends and patterns and provide a source of confirmation to information derived 

from interviews. In addition, the message boards provide an ongoing view of new 

artists as they first encounter the systems of correspondence art. During my 

observations misunderstandings arose and were solved, troublemakers tried to 

disrupt the conversations, and multiple threads were launched and faded. The 

message boards are observation posts to view the systems of mail artists actively 

using the Internet. 

MESSAGE BOARD OPTIONS FOR MAIL ARTISTS 

The most common configuration for message board software permits only 

registered members with passwords to post messages. Yahoo Groups is an 

example of this membership system and there are at least ten Yahoo Groups 

dedicated to correspondence art and more groups dedicated to other kinds of 

exchanges using the mail. Less common configurations allow any visitor to read 

and post messages such as provided by Boek 861, Reine Shad Factory, and 

Plexus.org. Finally, invitation-only message boards are restricted to invitees.  

These various levels of exclusivity can dictate the group dynamics and as you 

might expect from the democratic nature of the Correspondence Art Network, 

most correspondence art message boards reside on the free services such as Yahoo 
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Groups where anyone with an email address can become a member. The most 

active correspondence art Yahoo groups include artiststamp mailing list, ma-

network, and IUOMA  (International Union of Mail Artists). The Yahoo message 

boards offer members a place to post mail art calls, give and receive technical 

advice, and exchange contact information.  The software does not allow for the 

insertion of images directly into the messages.  Thus, the Yahoo message boards 

present a text-heavy view of mail art. Artists on several message boards take 

advantage of auxiliary tools to build galleries of graphics, but the graphics are not 

integrated into the messages. 

Message board with graphic integration 
 
 
 
 
 
 
 
 
 
 
 

Illustration 4: Live Journal mail art community with images of participants and 
their art 

In contrast to the all- text look of Yahoo Groups, Live Journal is an online 

community system that does incorporate graphics into the conversations as 

illustrated in Figure 1. Figure 1 shows the black background of the Live Journal 
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mail art message board interspersed with bold blocks of color. The small blocks 

of color on the left side are artist-made graphics that member artists use to 

identify themselves. The larger blue block of color is a scan of a mailed postcard 

by one of the artists sent to another member.  LiveJournal.com's message board 

software has the capacity to maintain personal journals, post images of yourself 

and your art in the messages, and join shared journals called "communities."  

Each of the 191 members of the mail art community provides a small graphic to 

display next to her posts. Some of the images are photos of the participant; some 

are cartoons or icons.  Live Journal's ability to combine graphics and text means 

that the message boards can resemble the graphically cluttered look of traditional 

mail art zines such as Open World (Figure 2) published by Dobrica Kamperelic in 

Yugoslavia. Figure 2 is a typical page of the Open World zine  (Kamperelic, no 

date (2002)) that shows the collage of images and text common to correspondence 

art publications. 
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Illustration 5: Open World 
mail art zine from 
Yugoslavia 

Like the 

communication on other 

message boards, posts on 

Live Journal generally 

publicize mail art calls, 

announce exhibitions, and 

facilitate conversations 

between members.  Live 

Journal's mail art group 

focuses mailed exchanges 

primarily with other 

members of the group.  

Images of the members and 

the close exchange of artwork within the community creates a feeling of an 

artists’ community for members such as flea: 

I can put a face to the names in some cases and interact freely as [in] an 
artist community. It is less isolated than sending and receiving mail and its 
a wonderful way to share ideas on mail art and get to see and hear others 
experiences. It is also a great way to introduce some to mail art who 
maybe just started with a postcard fetish. It really makes me feel like I am 
part of something instead of paper flying out in space….it allows us to 
have more of a dialog. (flea, 2001). 

Live Journal's intimate atmosphere is partially caused by the fact that it is 

a more private community to which each new member has to be invited or has to 
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pay a fee to join. Correspondence artists do not speak the same language, but the 

language barrier is overcome by sending artworks to express a message.  In the 

future, graphic-friendly message boards like Live Journal may prove to be more 

attractive to correspondence artists as a way to conduct their graphical 

conversations.  The dynamics of message boards includes the rapid spread of 

news and ideas from one board to another. 

MESSAGE BOARD MOURNING 

When a correspondence artist dies, the news of his or her death percolates 

throughout the network. Traditionally, the sad news is published in zines, 

included in letters, and memorial exhibitions are organized.  Message boards 

dramatically change the dynamics of this distribution of sad news.  In recent 

years, when a mail artist dies the news is posted across a number of the message 

boards, especially by artists who are active on more than one board. These artists 

quickly carry the news from board to board.  It is not important that the dead artist 

was not a member of the message board; the key factor is that the deceased was a 

correspondence artist. The death announcements often stimulate members of the 

message board who knew the artist to publish their memories. Often the works by 

that artist will be pulled from archives, scanned, and posted online in very 

quickly-assembled memorials.  Using Internet message boards to mourn artists is 

a dramatic change in the speed, intensity, and thoroughness of responses to the 

death of a fellow artist.  The amount of information posted upon an artist's passing 

also serves to create an online record of history.  New members of the community 

discover the fore runners of the network through this sad dynamic. 
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 MESSAGE BOARD AS ART SUPPLY 

Message boards are an art supply in the studio of the networking artists. 

Artists use message boards to achieve a continuation of correspondence art 

networking goals,. However, in many cases, artist feel that the real 

communication still takes place in the mail. 

The World Wide Web, as a medium, imposes different restrictions on 

artists than the postal system. The message board software limits exchange of 

information to a filtered view of mail art communication, often reduced to only 

text. Limited resources of many networking artists restrict their capability to 

create and download graphics, sound, and video even when those functions are 

supported by message board software.  In most current usage, message boards are 

a starting place for conversations that lead to the production of art beyond the 

computer as evidenced by the flow of physical objects between message board 

participants.  The online conversations echo and reinforce the trends that surface 

in the interviews and in the art works. 

MESSAGE BOARDS AS LITERATURE REVIEW  

Message boards provide many of the same functions of the traditional zine 

scene. The term "zine" is short for fanzine, a term that describes small-circulation  

amateur magazines dedicated to a science fiction genres or other subculture 

niches.  The "zine scene" is the exchange of these publications in many niches.  

Zines dedicated to correspondence art contain notices of mail art shows, examples 

of art works and poetry, contact information, essays by practitioners (artists and 

poets). Mail art zine publishers maintain a welcoming editorial policy, trying to 
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present as much material that comes into the zine as possible. Like zines, the 

message boards draw mail artists to directly publish their mail art calls and state 

their opinions in a centralized place dedicated to a gathering of specific kinds of 

art.  As a member of mail art message boards I observed the unprompted 

conversations for mentions of different strategies based upon digital functions and 

determined if these digital funtions were an adaptation of older mail art methods 

or new developments based on the options that the Internet offered. By using the 

constant comparative methods of grounded theory I observed message board 

interactions to back up the information from the interviews and from the artworks 

as well as point to new areas for inquiry. Another source of online literature  is 

Ruud Janssen's TAM Web site. 

Chapter 4: Ruud Janssen and the TAM Web Site 

This chapter is a case study of Ruud Janssen's  Travelling Art Mail (TAM) 

projects including his 1994-1998 interview project and his 1,000 page Web site.  

This case study illustrates how one mail art networker pioneered uses of the 

Internet that dramatically departed from traditional mail art norms. Janssen's  

interview project in which he asked artists about their uses of the Internet 

provides a historical base to ground my research.  

Janssen's interview project shows a mail artist who is determined to learn 

more about his network by interviewing other artists in the mail art network as the 

Internet becomes available to use as a communication tool.  Janssen's networking 

art is influenced by his interest is in computers. In the 1994-1998 TAM interview 

project Janssen asked each artist about their own integration of computers into 
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their art. So the TAM interview project set the stage for this research because I 

want to find out the effects of the Internet on the Mail Art Network. 

This research continues the work of Janssen who asked mail artists about 

their uses of the Internet for mail art.  Unlike Janssen, who let the interviews 

develop as they went, I used a questionnaire to ask the same questions of each 

interviewee. These questions were about the artists adaptation to the Internet. The 

answers revealed a wide range of responses. My interviews are parallel to 

Janssen's original and will be valuable to future research as the Internet continues 

to influence the Correspondence Art Network.   

INTRODUCTION TO RUUD JANSSEN  

When Ruud Janssen was a child in the Netherlands, he first connected to 

international correspondence through his father’s hobby of collecting postage 

stamps.  In high school Janssen became interested in drawing and painting.  In 

1980 Janssen studied physics in university and started a project called TAM for 

Traveling Art Mail. (Stetser, 1996) In those early years of TAM, Janssen 

combined art with postal experiments that included sending mail to fictitious 

addresses and mailing unusual envelopes to himself to see how they were 

processed through the postal system. In 1983, after several years of isolated mail 

experiments, Janssen discovered the Corrsepondence Art Network.   

As Janssen became increasingly active as a correspondence artist he also 

became involved with computers, computer networks, and informatics. 

Informatics, a term for information science, investigates the properties and 

behavior of information, the forces that govern the flow and use of information, 
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and the techniques of processing information for storage, retrieval, and 

dissemination. (Borko, 1968)  At the time of this research, Janssen taught 

informatics at Baronie College in the Netherlands. 

THE COMBINATION OF MAIL ART AND COMPUTERS: THE TAM WEB SITE 

As Janssen’s connections multiplied, he became an important node for 

transmitting mail art information by publishing a newsletter called the TAM-

Bulletin. In 1985 Janssen responded to his rapidly expanding mail art network by 

creating a version of the TAM-Bulletin that could be accessed through an 

electronic bulletin board system (BBS.) (Janssen, 1997c)  Since that first 

experiment in combining computer networks and mail art, Janssen's  TAM 

electronic initiatives have grown into the World Wide Web's largest Web site 

dedicated to correspondence  art. Janssen describes the natural progression that 

lead to his substantial web presence.  

Why did I build my site? …In 1985 I already experimented with data 
communication, my first modem was an acoustic one (300/300 baud) and 
even before Internet was available for the masses, I had a short e-mail 
address and worked in the BBS-world… When the Internet got affordable 
… I entered the Internet at the DDS (Digital City of Amsterdam), and got 
the e-mail address tam@dds.nl.  After that things went automatically. Joy 
McManus was already online and informed me of the Geocities 
community. There I started to build my site in 1996 because I was 
publishing texts and the postage and sending was getting [to be] a 
problem. So, [I built the site as a result of] a combination of experimenting 
with new techniques and looking for practical purposes…. Now that the 
Internet-sites are normal for everyday work, I tend to not work that much 
on building them, but looking at the new ways that are possible. I guide 
my students in this and let them build the new things. (Janssen, 2002) 
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By the time the TAM Web site was three years old it was probably larger 

than any of the books ever written about mail art.  The site has visitors from a 

wide range of places as Janssen mused in 1998: 

The last 3 years I have been building this site, and as a result now [it is] 
over 1000 pages… In a way it is strange to experience that everybody has 
access to these pages. The mail art network, personal friends, unknown 
people, people from college.…at the moment there are about 10 hits each 
day on the pages. About 40% comes from the Netherlands, another 30% 
from the USA, 26% from the rest of Europe, and only 4% from Africa, 
Asia, and South-America. (Janssen, 1998b) 

The TAM Web site brings together an impressive amount of mail art 

history. An auxillary of the TAM Web site is the IUOMA message board 

established in 2001. Janssen's original 1996 TAM message board was not very 

active, possibly because the link to it was hard to find in all the other information 

on TAM. With Janssen as moderator, the message board is permeated with his 

questioning personality and research style. . The IUOMA message board has 100 

members and is an active discussion of mail art. 

Look and feel of TAM 

The TAM Web site is alive with color, icons, animations, flashing text, 

and blue underlined words. The aesthetic effect is busy and cluttered; hypertext 

links jam closely together crammed into dense paragraphs, and flashing 

animations dot the screen. Janssen comments on why the design is frenzied: 

Those animated gifs are always fun.  They bring life to the computer-
screen, and make the texts on the screen different from the printed 
versions on paper. That is why I like them so much. These animated gifs 
aren’t always quickly made; it is like a little video-film in which you have 
to make every frame. (Janssen, 1998c) 
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The visually busy TAM pages do not seem strange to seasoned mail artists 

because paper-based mail art products are also routine ly cluttered with small 

appropriated icons from popular culture around the world. Mail art aesthetics 

include hodgepodge juxtapositions of rubberstamps, artist stamps, paintings, 

collage, photographs, Xeroxes, drawings, and postal ephemera. 

TAM in context 

Artpool in Hungary and Vorctice Argentina are two artists' organizations 

that compiled large correspondence art Web sites built in 1995-1996 at the same 

time as the TAM site. These two Web sites contain historical material and essays 

on correspondence art networking.   

Artpool 

Artpool is a collaboration between Júlia Klaniczay (editing), György 

Galántai (conception and design), and László Tölgyes (web technique).  

Artpool is a non-profit alternative art institution in Hungary, with the 
objective to register changes in art, to present and document the most 
interesting art experiments and to promote artistic communication. 
(Artpool, 2002) 

Artpool's Web site, built in 1996, consists of sections devoted to 

correspondence art texts, publications, and on- line shows documenting Artpool 

projects, and the chronology of Hungarian mail art. The art pool site map reflects 

the deep integration of mail art aesthetics and icons into the site design. 
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Illustration 6: 1996 Artpool Web design (http://www.artpool.hu/Ray/map.html) 

Illustration 6 is a sketch for the design of the Artpool Web site. The sketch 

represents a site map showing relationships of the conceptual parts of the site. The 

sketch uses an underlying sketch of a Ray Johnson bunny with an especia lly long 

nose to depict the chronology of images in Artpool's Web galleries. Artpool 

provides an centralized location of material by and about Johnson including a 

large collection of digitized Johnson mailings and a collection of essays on 

Johnson written by mail artists. Most of the published material about Ray Johnson 

is by curators of Johnson exhibitions. Their essays center on Johnson's fine art 

products and his relationships to other members of the 1960s art world. In 

contrast, the Artpool essays, written by mail artists and people who knew 
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Johnson, concentrate on Johnson's key role as creator of the Mail Art Network. 

Artpool has a physical gallery and a public mail art archive in Budapest.  

Vortice Argentina  

Vortice Argentina is similar to Artpool because both organizations have 

extensive Web sites as well as physical locations that serve as galleries and 

community resources. Like Janssen, with his TAM Bulletin, Vortice Argentina has 

an electronic bulletin called Blast: Mail Art e-Bulletin published from March 

1999 to January 2001. Distributed as an email, Blast contained information, news, 

visual poetry, and project invitations. Vortice Argentina's physical location in 

Buenos Aires is the Casa Argentina del Arte Correo, known as CADAC, a place 

for active meeting and participation. The purposes of CADAC are: to create a 

place of communication, exhibitions, and events by national and foreign artists; 

an experimental space to test new art proposals with [the] public, publicize artists’ 

works outside and inside the city and [to publicize] artists contacted through the 

art mail circuit; and to provide the opportunity to facilitate dialog between  the 

artworks’ producer and the viewers. The CADAC library contains historical and 

current publications, fanzines, videos, photos, and catalogs related to 

correspondence art and visual poetry, and is designed to serve students, artists, 

researchers, critics, and the general public.  Artists’ stamps, envelopes, postcards, 

seals, art objects, artists’ books are on permanent exhibition and there is a place to 

purchase artworks by artists who wish to commercialize their work. The 

components of Vortice Argentina's Web site are listed in a spiral arrangement on 

their black and white interface site map in Illustration 7. 
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Illustration 7: 
Vortice Argentina's 
Web site map and 
home page 

Artpool and 

Vortice Argentina 

are teams of artists 

who initiate 

community outreach 

services in their local communities and reach out into the international 

correspondence art movement. The goals  of both organizations are oriented to the 

public as well as to the correspondence art community. In contrast, Janssen's Web 

site provides one artist's in-depth perspective on correspondence art phenomena 

and mainly serves the mail art community. Janssen investigates a variety of both 

traditional and online mail art activities including; interactions via message board 

and guest book, creation and distribution of small publications, organization of a 

mail artists’ union, collection and display of an archive of rubber stamp 

impressions, autobiography, and display of examples of his mail art and fine art. 

The complex growth of the TAM Web site is a digitized record of Janssen's 

investigations.  No other correspondence art Web site reaches the depth of 

Janssen’s scrutiny into the ways that correspondence art is affected by computer 

networks.  The TAM Web site itself is a project that transmediaed from the snail 
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mail world to the Internet. The TAM Web site has never been static for long; 

Janssen constantly adds to it in seven simultaneous directions: 

- TAM publications 

- Interview project 

- International Union of Mail Artists (IUOMA)  

- Mail Art Links 

- Biographical information on Ruud Janssen and examples of his fine art and 

documentation of some of his mail art 

- Janssen’s recording of thoughts, secret thoughts and updates to the site 

- Two interactive areas: the Mail Art Message Board and the guest book  

The TAM Web site expands through additions of art, interviews, 

reflections, links, performances, personal thoughts, and writings from other 

networkers.  

Janssen's Web site expands in the way that a mail art archive multiplies, in 

ratio to artistic activity; the more Janssen sends, the more he receives.   

TAM Exploration as Literature Review 

The TAM Web site is a source of literature for my research on the effects 

of the Internet on the Correspondence Art Network because all seven areas of 

TAM contain information on ways in which electronic networks influence the 

traditional network. Three key TAM areas are: a) Janssen’s “Thoughts” and 

“Secret Thoughts,” b) Janssen’s chart of communication forms (Table 1), and, c) 

the interview project, a series of 49 interviews with mail artists that take up the 

bulk of the Web site. Although the TAM interview project’s questions range over 
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a variety of issues, this literature review concentrates on Janssen's questions and 

artists' answers about computers and the Internet. Patterns in the TAM interviews 

show how artists reacted to the Internet as it first became available to them during 

the period from 1994 to 1998.  In addition to the content of the interviews, 

Janssen himself implements a number of new communication-forms.  Janssen's 

experimentation creates a case study of the effects of the Internet on Janssen's 

own mail art networking as the Internet and the postal service simultaneously 

delivered Jansssen's virtual packets and physical envelopes around the globe. 

I interviewed Janssen intermittently between 2000 and 2002. We primarily 

used email but we also chatted via instant messenger in my early Texas mornings 

and his early Dutch afternoons. In addition, we exchanged letters in decorated 

envelopes via airmail. Janssen also reviewed, suggested changes, and approved 

this chapter. 

JANSSEN'S THOUGHTS ON MAIL ART 

Much of the TAM Web site features text and digitized representations of 

mailed art works, but there is a more intimate section of the Web site in which 

Janssen records his personal reflections on mail art changes over a period of 

years.  “Thoughts,” numbered 1 through 18 from August 1993 through March 

1998, and “Secret Thoughts,” numbered 1 through 9 from September 1997 to 

May 1998, offer a record of Janssen's own responses to changes in the networks. 

The “Thoughts” were written for a public audience and provide a sequence of 

snap shots of Janssen's observations.  Although posted online, and therefore not 
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very secret, the “Secret Thoughts” have a more personal quality in which Janssen 

notes his approval or disapproval of specific actions or attitudes of networkers.  
 

Janssen's evaluations of communication formats 

Janssen's Communication-form chart (Table 1) compares the different 

communication formats ranging from snail-mail to telepathy.  

 

FORM ADVANTAGE DISADVANTAGE 

S-mail 
Relatively cheap 

Access for everybody 

Sending of smells, structures,  

3-D objects is possible 

Takes relatively a lot of 
time 

- Archiving takes a lot of 
space 

E-mail 
Speed 

Manipulation of text and 
graphics 

Archiving takes little space 

- One simple address is 
enough to determine where 
the message goes to 

Access to expensive 
hardware is needed 

Costs for access  

Reading of the message 
depends on the receiver to 
contact his / her host-
computer 

Fax 
Speed 

Message on paper arrives 
instantly at the receivers 
address 

No color yet 

Not always paper good for 
archiving 

Phone bill for fax to 
foreign countries 

Phone 
Direct line Archiving only possible 
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The voice is very personal 
communication form, and 
compared to a cassette the 
immediate reaction is there 

on tape 

Expensive 

Only possible when 
receiver is at home (or you 
need a machine) 

Personal  
Delivery Cheap or expensive 

Anything is possible 

Speed depends on messenger 

Depending on someone to 
pass by and going to the 
place you want your mail 
to go 

Telepathic 
Everything is possible They haven’t found out 

how to do this yet 

 Table 1: Communication-forms in Networking by Ruud Janssen 

The chart illustrates Janssen’s systematic thinking about issues of 

communication in relation to the techniques used or dreamed of by mail artists. 

He is concerned about expenses, technological implications, and pragmatic issues 

of space and archiving. Janssen's analysis of the advantages and disadvantages 

named in the chart also illustrate his concern for fairness and his awareness of the 

pros and cons of a variety of communication systems.   

Generations in mail art 

The most distilled discussion about changes Janssen witnessed over the 

years appears in the Thoughts section of the TAM Web site. In Thoughts about 

mail art part 11 he describes five generations of mail artists including a sixth, pre-

mail art network, that he calls the "zero generation:" 

The first generation; Ray Johnson who started…NYCS with a selective 
group he chose to write to and asked them to play the game with him. Of 
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course there is also the zero generation. Artists that already used the mail 
system for communication, art & play (Marcel Duchamp, Van Gogh…) 
where individual artists were in contact with other artists through the mail 
in a creative way on a one-to-one basis. The second generation in the 60s - 
70s when FLUXUS joined up and a selective group experimented with the 
mail system, the third generation where mail art rapidly grew in 70s - 80s 
because of the exhibitions and publications within the mail art network 
that spread the news to newcomers (this is where I joined the mail art 
network for the first time, and lots of the people I am still in contact with 
nowadays are from this 3rd generation). Not a limited group 
anymore,…the concept that anybody could take part and be a member of 
the mail art network really took shape. This lead to the Congress-year in 
1986, where anybody could organize a congress, as long as two or more 
mail artists had a meeting…. The fourth generation, after the congress in 
1986 … the mail art population grew into a very large group…. The end 
of the 80s and the beginning 90s was also the gradual beginning of the 
fifth generation, where communication was done with the use of 
computers. Mark Bloch (USA), Charles François (Belgium) and me (in 
Holland) already were working with BBSs to send out electronic mail. 
One of the congresses in the DNC-year [Decentralized Networking 
Congress-year] 1992 was done by Charles and me with a session of 
computer-congresses where we exchanged our thoughts without meeting. 
Our computers were our tools. In 1991 there was also the first networking-
project REFLUX that use[d] the then elitair system of Internet, but in 1994 
till now the Internet became a real option to communicate for the 'wealthy' 
countries. (Janssen, 1996f)  

Janssen's definition of generations of correspondence artists provides a 

sense of continuity and a timeline to project into the future of mail art. 

INTERVIEW PROJECT 

During the mid-1990s when he composed the "Thoughts" and "Secret 

Thoughts" Janssen conducted the interview project. Between November 1994 and 

March 2001 Janssen published 49 completed interviews and 16 incomplete 

interviews on the TAM Web site. The bulk of the interviews were conducted 

between 1994 and 1998. In contrast to the inward-focus of the reflective 
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"Thoughts" sections, the interview project focuses outward into the network. In 

the November 1998 Mail Interview Newsletter, Janssen writes that the purpose of 

the interview project is “to find out why others do mail art, how they started and 

how the new communication-forms affect the way the mail artists work.” 

(Janssen, 1998a)  Each interview progresses according to its own evolving path: 

The concept for my mail- interviews is simple. I send the first question, 
and explain which possibilities the interviewed person has to reply. 
Depending on the answer I will send the next question, etc. Once finished 
I make a printed version of the complete interview and send it to the 
interviewed person, and keep one for myself. (Stetser, 1996) 

Every TAM interview is a conversation between the interviewee and 

Janssen, but all those interviewed are aware that the interviews are to be published 

and distributed through the network. The artists are aware they are addressing the 

larger audience of all other mail artists. As the interview project was put on the 

Web, the audience expanded to new networkers and to anyone online.   

Illustration 8 shows a small section of the busy interface of the TAM Web 

site. This screen shot shows the textured blue background with densely packed 

blue underlined names of the interviewees as links to the interviews. Scattered 

around the paragraph of links are images of the covers of the printed interview 

booklets. The covers of the booklets are made up of collaged pieces of text and 

graphics in irregular patterns with the name and country of the interviewees, Mark 

Bloch (USA) and Michael Leigh (England) visible on two of the covers. 
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Illustration 8:  
Closely-packed text 
links on the TAM 
Web site lead to 
individual 
interviews. The 
links are illustrated 
by covers of the 
original interview 
booklets. 

In character 

with Janssen’s 

multimedia 

interests, the interviews range in media. Even within the same interview the 

communications tools shift between snail mail, fax, disks sent through the post, e-

mail, phone, and personal visits. As with other TAM experiments, the interview 

project starts in the postal systems and moves online. Initially the interviews were 

published in photocopied or printed booklets and were available by subscription.  

The booklets were produced in two versions: a full booklet complete with 

illustrations, and a text-only version but the interviews posted on the TAM Web 

site were text-only.  Many interviews document changes that mail artists felt in 

response to the Internet. The interview project itself is an extensive example of 

how the Internet influenced one long-term mail art project because it transforms 

from the pre-Internet technique of small individual booklets into the core of the 

biggest Web site about mail art. 
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INTERVIEW PROJECT: THE SEARCH FOR THE WHOLE STORY 

Janssen believes that the only way to know the mail art network is to be a 

mail artist. Being a mail artist himself gives Janssen the best qualifications to 

explore other artists’ views: 

 I choose the mail artists that I was in contact with or the mail artists I had 
heard about. Mail art is a strange thing. Only by doing it one can find out 
what it actually is all about…. after becoming involved in mail art I 
couldn’t explain to others what mail art was, unless they were involved 
themselves too. The interviews were meant to find out what mail art was 
according to other mail artists. (Janssen, 2001) 

In the 1980s and 1990s the zine scene was full of interviews with mail 

artists and other underground artists, such as musicians in the “cassette culture.” 

The cassette culture, also known as the “tape culture,” is made up of people who 

exchange cassettes of tape-recorded experimental sound works through the mail.  

Interviews are a common feature of zines dedicated to these subcultures. The 

subcultures' democratic ideals permit no jury, no authority to determine who is a 

more or less valuable artist.  The interview is a neutral method of learning more 

about an artist’s contexts directly from the source, without a critical voice 

providing a filtering overview.  Of course, the selection of who is to be 

interviewed is a selection process by the editors of the zines.  Nevertheless many 

zines, such as ND, review every piece of art sent to them.  I was the mail art 

editor of ND for several years and familiar how contributions are all respectfully 

handled and reviewed.  Janssen discusses how his interview project grew out of 

the zine scene: 

I started with [the TAM] mail- interviews 2nd November 1994. At that time 
I also just switched to the use of Internet …and so I had a lot of 
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communication possibilities to send out mail…. I just had read one of the 
interviews in the magazine ND with a mail artist, and realized that I was in 
contact with so many mail artists without knowing their “whole story”. In 
mail art you only get to see the part of the correspondents they send you 
by mail. So I realized I would like to read more about a lot of mail artists, 
but actually there isn’t that much to read besides the books with selections 
others made. (Stetser, 1996) 

Janssen 's investigations are respectful and open opportunities for artists to 

reflect in unedited length upon their work.  The resulting TAM interviews provide 

a wealth of data for research in correspondence art, communication methods of 

distributed communities, and collaboration across cultures. 

RECURRING THEMES IN THE 1995-1998 TAM INTERVIEWS 

The quotations in this section are from the TAM interview project. They 

illustrate mail artists' diverse opinions about the Internet during the mid-1990s, 

the period in which electronic networks were becoming widely available.  These 

opinions are a starting point for the Clashing and Converging research I 

conducted in 1999-2001. This chapter contains the trends in the TAM interviews. 

The trends from the Clashing and Converging research are detailed in chapter 5 

and 6. In almost every TAM interview, Janssen asks artists how using computers 

and the Internet affects their art activities. The TAM interview project yields a 

wealth of information about ways in which artists embrace or reject new 

technology.  TAM interviews reveal recurring themes such as concerns about 

costs of Internet access, the physicality of mailed art compared to digital artworks, 

increased contacts precipitated by connecting to the Internet, and ways in which 

mail art culture reflects or ignores world cultures.  
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MAIL ART CULTURE: NETWORKING AS THE OVERARCHING THEME OF MAIL 
ART 

Thousands of mail artists had years of experience in international 

networks by the time the Internet arrived on the scene.  To some experienced 

artists the Internet is just networking without the art, for others the Internet is an 

aftereffect of the mail art network. Vittore Baroni views mail art as a subset of 

networking when he discusses his vision of two directions in mail art activity: 

There are two main attitudes towards…"mail art" activity as a whole: one 
attitude consists in escaping the prison of the closed official art system 
(artist-critic-dealer-gallery-museum-passive audience) just to end up 
building another (more satisfactory) small ghetto-utopian fairyland (the 
"network" seen as a circle of "friends," where everyone knows each other 
and what is going on (mail artists - catalogues - exhibitions - magazines - 
meetings …). The other attitude consists (and I subscribe to this one) in 
seeing the mail art practitioners as just a tiny fragment of a global 
networking phenomenon (including the small and underground press, the 
tape network, what happens in free BBS, in some areas of the Internet, and 
then again fax-zines, phone-phreeks, etc.) where no one is physically able 
to keep trace of every net- focused thing that is going on in the planet, and 
where really anything can happen to link human consciousnesses together 
(without necessarily the need of an "art" tag). (Janssen, 1995h) 

Baroni feels that mail art is an escape from the fine art culture and an 

entrance into a wider culture of linked human consciousness impossible to grasp 

in its entirety. The Internet facilitates the kinds of unlikely connections that spark 

creative human links. 

Another correspondence artist, H. R. Fricker regards mail art experiments 

as a global preparation for the Internet: 

… active mail art networkers have a wealthy experience in worldwide 
exchange and also in connection to direct communication and the 
cooperation they can share their stories, they should participate 
immediately in the current discussions, wherever they take place. In 
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particular during the 80s the mail art movement has developed it s own 
field for world culture and discussion.  In many aspects the mail art 
network was a preparation of Internet. (Janssen, 1997a) 

To artists like Fricker, with world connections a part of daily life, the 

Internet seems almost inevitable. 

Ken Friedman, a member of both the Fluxus and mail art movements, is 

an important contributor to the early writings on the Correspondence Art 

Network.  In his 1995 interview Friedman elaborates on the limits of mail art in 

terms of the Internet: 

Most mail artists don't understand what Internet is good for. I'm not 
speaking in a technological sense. I'm speaking in terms of culture and 
communication. Mail art has hardly ever been about broad 
communication. It's based on small town culture writ large. The ma il art 
network is insular, internalized, self-centered. There's little understanding 
of history and culture, even little knowledge about the history of mail art. 
The idea of artists who think this way of using the Internet as a new way 
to communicate is a joke. The results aren't interesting. (Janssen, 1995e) 

Friedman levels strong criticism of the laisse-faire attitudes of mail artists 

as well as their lack of theoretical critique of the Correspondence Art Network. 

He believes that "mail art will remain a disappointment without a richer 

foundation in knowledge, culture and communication theory." (Janssen, 1995e)It 

is not surprising that Friedman dropped out of mail art although he continues to 

participate in Fluxus initiatives. He is not the only artist to drop out. Yugoslavian 

artist, Andrej Tisma also ceased his mail art activities in favor of digital media, 

but in his 1997 interview Tisma felt that the Internet was only an interim stage 

between geographic travel, known as "tourism," and the ability for networkers to 

teleport.  Tisma's belief in teleportation influenced Janssen to respectfully include 
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teleportation in his chart of mail art techniques (Table 1), even though Janssen 

does not himself believe in teleportation.  Tisma explains his vision of the 

relationship between tourism, Internet, and teleportation in his TAM interview: 

Instead of Internet I suggested another solution for the networking, more 
advanced than Tourism: The Networkers' Teleportation….teleportation is 
[the] ability to transport physical bodies instantaneously to a new location 
without moving through the intervening space…. In that case, if such 
vehicle will be available to us, meetings will be immediate, without 
exhausting traveling, and … will make creative communication faster, 
more direct, amusing, unexpected and richer than Tourism and Internet 
are. (Janssen, 1997b) 

Mail art culture accepts a wide range of strategies for connecting creative 

thinkers. In spite of Friedman's doubts, the Internet is a tool that correspondence  

artists adapt for innovation, expression, and conversations, as well as for 

exchanging their work.  Perhaps it is a step to teleporation. Correspondence artists 

will not rule that out as long it is an idea, such as Tisma's, born of mail art 

networking. As the correspondence art culture changes with time and technology 

many details must be considered. Cost is one of the basic details of daily 

networking. 

COSTS OF POSTAGE COMPARED TO COMPUTERS 

Artists are traditionally short of cash and feel that money spent on artistic 

endeavors is an important commitment of resources. Some artists such as Gunter 

Ruch consider the high costs of postage, while others, such as Ayay Okwabi 

discuss the expense of computers and infrastructure necessary to support a 

network.  In his interview Swiss artist, Gunter Ruch talks about both the speed 

and the costs involved in Internet use for artists: 
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The other side of E-mail is of course the speed of the DIRECT-
transmission and through Interne t the elusion of high postal rates. But for 
whom (?)...only for people who have…computer tools with access to 
Internet (you can forget practically 90% of the third world, they haven't 
got access to that technology), also most European artists are today not 
equipped with [their] own computers. (Janssen, 1996-97) 

Mail artist from Africa, Ayah Okwabi comments on the lack of computers 

in Ghana in his 1996 interview:  

… computers are beyond the means of the average person in my country, 
Ghana. Besides, even when one has a computer it costs 100 dollars a 
month to have access to internet which means that it is only companies 
who make a good profit can afford this facility.…it would be impossible 
for me to get on the internet. (Janssen, 1995a) 

This imbalance is a theme in several of the TAM interviews and continues to be a 

consideration for many.  Correspondence artists do not want to close the doors on 

networkers who cannot access communication tools, yet at the same time many 

wish to experiment with new media. As a result printouts of digitized artworks are 

hand-delivered into the physical mail boxes of mail artists who don't have 

computers. As access to computers extends, experimentation in digital creations 

will also extend more directly from computer to computer. 

SPEED OF COMMUNICATION 

Other artists besides Ruch mentioned speed of communication as an 

important distinction between postal delivery and electronic networking.  Rod 

Summers, a Dutch mail artist and audio artist since 1974, encapsulates the 

feelings of artists accustomed to the tempo of the postal services when he 

describes the capabilities of his computer, "with this beige box I can both create 

and communicate simultaneously!” (Janssen, 1995g)   Klaus Groh discovered 
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correspondence art in 1967 in San Francisco while he was researching the new 

Dadaism of the American West for his doctoral thesis in art education. Groh 

teaches art, has a small salon, theater and exhibition gallery in his home in 

Germany. He works in collage, visual poetry, and performance. He regrets the 

loss of creativity and original art works in trade offs for Internet speed: 

… the art results, CREATIVITY! --  will [be] lost by using the E-mail. 
The electronic Communication has only one survival content: The 
SPEED! Look how fast I get your answer! But it comes from a machine, 
ONLY COPIES! You have the original. Mail Art always are personal 
ORIGINALS! ….The beginning of mail art included one very important 
point: the personal individual touch, a human sign, the intimacy of 
communication. You remember - Person to Person, activities in art!….I 
hope there will start another personal NETWORK!! And I hope, the real 
consequence of mail art could become the visual & concrete Poetry by 
MAIL, that means the small site and easy distribution. Digitalization of 
mail art will be a very poor variation of the roots. (Janssen, 1994-1995b) 

Although both digital and mail artists value interactivity as part of their back and 

forth, electronic copies can be a stumbling block for mail artists. 

PHYSICALITY OF THE ART WORKS  

Satisfaction derived from making and receiving physical pieces of mailed 

art is another recurring theme in the interviews. New York artist, Mark Bloch, like 

Janssen, is an early adopter of the Internet. In the 1995 interview about exchanges 

of digital information, Janssen comments on the lack of sensual information in e-

mails:  

Now, in 1995, the sending of this question to you by E-mail via 
INTERNET costs me half the price a normal envelope with the question 
would cost.... But the difference is that I send you the question in digital 
form. Just ASCII, and no color, no smell, no touch of my hand that you 
can trace. Is the electronic communication ready for artists? (Janssen, 
1995f) 
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Bloch replies that limits to ASCII text required the aesthetic abilities of 

artists: 

You say ... just ASCII, and no color, no smell, no touch of my hand that 
you can trace.…  I say- YES YES YES. I think you have given a good 
case in favor of it with your question. The electronic communication IS 
ready because there is no color, no smell, no handprints! The Internet 
needs artists! (Janssen, 1995f) 

The importance of physical art to the receiver compared to the speed and 

future expansion of the Internet was also important to Tim Mancusi, San 

Francisco mail artist, West Coast Dadaist, and publisher of the The Weekly 

Breeder zine, who pondered these issues in his 1996 interview : 

Ah, but then there is the Internet. Which is basically digital mail art and no 
less valid than Ray's traditional form. Its physical and tactile limitations 
are offset by its immediacy and awesome pervasiveness… Obviously E-
mail and home sites will replace the mailbox and probably the telephone 
in the next century but I hope that takes awhile. (Janssen, 1996e) 

Early uses of digital media by artists show ways in which they are excited 

by the new technologies. On the other hand, critiques by mail artists indicate that 

there is a resentment of Internet exchanges based on copies, and for a system 

whose participants do not share values that members of the correspondence art 

community hold in common. A few artists consider the Internet a threat to 

individuals and to social structures. 
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DANGER  

 

Illustration 9: Hand-carved rubber stamp impressions by Henning Mittendorf 

 

Henning Mittendorf, a German banker, creates and distributes prints from 

hand carved rubber stamps. Figure 1 shows impressions from several of 

Middendorf’s stamps. The most dominant part of the composition in Figure 1 

depicts a huge mouth with gaping teeth opening toward the words “Let us be the 

pioneers of the new millennium.”  The threat in Mittendorf’s image is echoed in 

his TAM interview in which he warns that electronic media cause floods of 

information capable of splintering a person's sense of self, causing addiction to 

media novelties, and creating a risk to socially integrated systems in many parts of 

society, not just correspondence art culture. (Janssen, 1995c)  
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The electronic media and appliances extend man's normal common 
presence in an unexpected manner transgressing the mesocosmos, i.e. the 
world of the middle, "slow", dimensions, that man is able to perceive 
without artificial expedients, to the world of velocity, speed, i.e. the 
microcosmos, macrocosmos and the fictions' cosmos, the dimensions of 
which man is able to perceive only by expedients.…the use of electronic 
media creates big dangers. As to the construction of reality by cognition 
and communication the "blind" use of electronic media…contains the risk 
that the media push themselves between men, that the media become the 
message, that the media create, simulate reality, that they overoll cognitive 
autonomy of man and his communicative competence…reality can 
become manipulated or vanish... (Janssen, 1995c) 

Mittendorf's description of the ways in which electronic media change people's 

perceptions and his  warnings of risks to human cognition are echoed in Judith 

Hoffberg's concern for isolating factors of the Internet in her 2000 interview.  

While some artists express the stress caused by the Internet, others use the 

Internet enthusiastically to expand their network. 
 

EXPANDING ELECTRONIC CONTACTS 

A number of artists mention the importance of contacts to their creative 

postal experiences. American artist, Ashley Parker Owens reflects on the Internet 

as a world of real networks. Owens uses computers to organize her records for 

contacts and to create Global Mail, for years the most widely distributed and 

complete publication of correspondence art news. In her TAM interview, she 

reflects on exciting shifts in information technology during her lifetime: 

Instead of being a passive observer in front of the TV, and feeling 
alienated from the existence I am programmed to lead, I have created a 
real world, real networks, and real friendships. I am enthralled by the 
possibilities for a real development of global community. It's so different 
than the image presented on TV for our consumption. It actually is a free 
exchange of ideas. Now that I have experienced this electrical connection, 
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I feel I am electricity itself, hurling through the universe. (Janssen, 1994-
1995a) 

The Internet not only gave new powers to artists like Owens, it also 

brought new artists into the network. Unlike many artists who were part of the 

network first, Texas artist, Julie Paquette, known as ex posto facto, entered the 

correspondence art network from the Internet in 1991 when she met arto posto on 

the bulletin boards of the Prodigy network service. 

My computer was very important in my introduction to the mail art 
network. I was on-line in the early days of Prodigy and there were a lot of 
people there interested in mail art. For me the most important contact I 
made was arto posto. She opened the door to the vastness of the network. 
(Janssen, 1996d) 

Expanding contacts is a core ingredient of correspondence art; and the Internet 

provided vast new capabilities to connect to others.  These interpersonal contacts 

that form the Correspondence Art Network culture can also be viewed from a 

cultural perspectives. 

NETWORKING CULTURES AND THEIR BRANCHES  

John Held Jr., a professional librarian, is an experienced and active mail 

artist who is an acknowledged authority on the Mail Art Network. Held gathered 

and cataloged an important collection of mail art publications part of which was 

acquired by the Getty Museum of Modern Art. In 1995 he published one of the 

few reference books on the mail art network, the MAIL ART 1955 TO 1995 : 

Bibliography. In his TAM interview, Held envisions the parallel systems of mail 

art and the Internet as branching trees that grow into a forest:  

The Mail Art tree not only has new branches; it now has fellow trees. Mail 
Art can't control the E-mail experience. E-mail can't control Mail Art. But 
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they can inform each other. They can interact with one another. And they 
can move forward together. Because despite the differences of the 
mediums, they still have communication creativity as a common goal. Ray 
Johnson planted a tree in what has become a forest. (Janssen, 1994-1996) 

Held's view of mail art as a tree of many media shows his trust that the network 

started in the mails will grow organically in any medium and that the Internet 

offers a branch for the same kind of creativity. 

Vittore Baroni, an Italian mail artist since 1977, publishes the mail art 

zine, Arte Postale!, several books on mail art, and numerous artists’ books in 

collaboration with other artists. In his interview Baroni commented on the value 

of mail art culture to the emerging Internet culture: 

[The mail art network] is founded on over thirty years of intensive 
experiences in the field of free and open exchange-communication. It is a 
wealth of wisdom that you just can't sum up in a few words or even in a 
single book, but I believe a mail artist approach to Internet will always be 
much more free-and-easy than the approach of people who had no 
previous networking experiences. (Janssen, 1995h) 

In addition to Held's trust in organic growth, Baroni trusts mail art networkers to 

teach their strategies to people new to networking. We have seen artists talking 

about mail art in an interpersonal perspective and as a networking culture. Artists 

also view the effects of the Internet more abstractly. 

INTERNET AS CONTEXT 

Swiss artist H. R. Fricker is the founder of a branch of mail art called the 

Aggressive School of Cultural Workers and co-creator of the Decentralized World 

Congresses. The congresses encourage networkers to increase their level of 

communication by meeting to discuss all aspects of networking. Fricker seeks to 
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affect systems of communication with his ideas, and his views of cyberspace 

reflect his systems view of mail art. 

For my interests as an artist the Internet is not a transport system it is a 
context. This context is a communication system and a space system. The 
cyber space... As an artist I prefer to act in spaces. That means I have to 
change strategies and instruments all the time. Each artistic act is an 
intervention that changes the system and I know that I am a part of the 
system too. (Janssen, 1997a) 

While some artists see the Internet as a mechanical machine of reproduction or a 

very fast distribution system, Fricker abstracts the Internet into a cyber space 

system that opens new spaces in which artistic actions take place. 

Held's tree-branch trust, Baroni's belief that the networking experiences of 

mail artists will ease the way for Internet communications, and Fricker's concept 

of cyber performance space are countered by considerations of impermanence and 

constant displacement. 

IMPERMANENCE  

Dick Higgins saw a number of communications trends in his life as a 

correspondence artist, small press publisher, and writer.  Higgins describes the 

perpetually changing facets of the 1995 Internet, "Yes, 'exploring' is the only 

possible word, since the Internet is constantly changing. You can "know" 

yesterday's Internet, but today's always contains new variables."  (Janssen, 1995b) 

Argentinean poet Edgardo-Antonio Vigo mailed concrete poetry and 

stamp art poetry into the network. Vigo’s theoretical writings place his work in 

context with dada and surreal object poems. His view of  "a TOTAL ART… [in 

which] we will arrive at the conquest in which the CONSUMER passes into the 
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category of CREATOR. " (Vigo, 1998) is very much in keeping with ideals of 

openness supported by mail artists.  His TAM interview was not finished at the 

time of his death in 1997.  Vigo expresses his opinion of the Internet as a 

foreshadowing of an ominous future of permanent impermanence: 

Actual technology invents permanently new ways of communication. For 
the moment INTERNET is the "boom" but I think, before this can be used 
by the artists, it will be another system, better, surpassing its possibilities.  
I am certain, that dramatic situation is due of a technology which 
progresses in a permanent way.  Before analyzing the results, there are 
other ones, more sophisticated and better….This 'CONSTANT 
DISPLACEMENT' has brought an evident displeasure, its result are rather 
ominous for Society.   (Janssen, 1996b) 

American poet and mail artist, John Bennett saw printed material as more 

permanent than digital when he told Janssen: 

I don't see electronic media as replacing books, say, but as another kind of 
media with its own values. There's something about a book, a physical 
object you can hold in your hands, completely self-contained, that you can 
deal with in your own time, that has permanent value.(Janssen, 1995d) 

Permanence and impermanence continue to be important considerations, not only 

for individual art works, but also for whole collections of art works and 

publications in archives. 

CORRESPONDENCE ART, THE INTERNET,  AND ARTISTS WITH PHYSICAL 
DISABILITIES  

Two artists discuss physical access to computers. For example, the 

computer helped arto posto to communicate after she was injured: 

I discovered computers after being in a very bad auto accident that makes 
handwriting and doing many things by hand painful for me. Keyboarding 
and working on the computer is not. I think that is, in part, why I do so 
much of my mail art by computer. (Janssen, 1996c) 



 64 

On the other hand, the computer screen causes physical discomfort for John 

Bennett: 

I do have an email address at work, but I happen to have a complex and 
weird vision problem, and I myself can’t do much with a computer: I can’t 
do more than glance at the screen occasionally without getting severe 
headaches that last for days, so this means I can’t enter anything into one, 
or edit anything on screen. The most I can do is glance at what I think I 
might want to read, and then print it ….In order to reply to anything, I 
have to have a postal address. .(Janssen, 1995d) 

The Internet has been interpreted as an environment that “levels the 

playing field” for people with disabilities. The Internet allowed arto posto more 

access to the Correspondence Art Network, but the Internet did not open 

additional opportunities for John Bennett. New research in Web accessibility 

(World Wide Web Consortium (W3C) and the Institute for Techology and 

Learning at The University of Texas) report new tools and methods for sharing 

text, sound, and video files that may open networks of exchange to more artists 

with disabilities, but at the time of the TAM interviews accessibility tools and 

guidelines were very limited. 

The TAM interview files contain hundreds of observations on changes in 

correspondence art activities caused by increased availability of computers and 

electronic networks.  The quotes from the 1990s TAM interview project indicate 

the range and intensity of mail artists' responses to the new technologies.  The 

TAM interview project provides a background in which to place findings of the 

Clashing and Converging 1999-2000 research. 
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CRITICISM OF JANSSEN 'S PROJECT 

Although the TAM Web site is generally accepted as an important 

collection of mail art information, several mail artists critique it. Cracker Jack Kid 

is one of the early and most enthusiastic endorsers of mail artists’ use of the 

Internet for trans-network experiments that he calls Telenetlink.  Although 

Janssen is also an early adopter of networked technology, Cracker Jack Kid 

expresses concern that the interview project and the TAM Web site presents a 

conservative view of mail art to newcomers who learn about the movement from 

Janssen's perspective: 

While I enjoyed his tireless line of questioning...I often longed for more 
challenging and less conservative varieties of questions in regard to how 
online mail art could be an innovative, groundbreaking intermedia form. 
(Welch, 2001)  

Cracker Jack Kid also wonders if Janssen's Web site will dull the 

perception of younger artists who learned about mail art via the TAM web site. 

Ruud’s Web site mirrors the snailmail world of mail art collecting and 
exchange… I worry that all those online mail art interviews might give 
younger cyberwarriors a rather one-sided image of a conservative world of 
snailmail art exchange. Then again, it may be these younger artists who 
will grasp an alternative notion of intermedia networking that will make 
that quantum jump of imagination many of us were not ready to make 
throughout the 1990s. (Welch, 2001) 

While Cracker Jack Kid's reservations about the TAM Web site are 

concerned with its effects on newcomers to mail art, Stephen Perkins, in his 1996 

interview, regrets that Janssen is not analyzing or theorizing from the interview 

data.  

I must admit I am finding this e-mail interview is turning into a very 
fragmented experience.  With all the time between question and answer it 
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seems a certain thread and coherence is getting lost. I am also finding your 
questions to be very broad and generalized, not that I want specificity as 
such but at least some kind of conceptual approach to this whole area of 
networking, a kind of critical rigor, something that I can bounce my 
responses off…. While I appreciate the enormous task you have taken on, 
and the importance of these kind of oral histories, it just seems that that is 
all the publications on networking seem to contain at the moment. 
(Janssen, 1996a) 

In contrast to reservations voiced by Cracker Jack Kid and Perkins, Vittore 

Baroni enthusiastically appreciates the importance of the mail interviews as a 

collective reflection of the raw history of mail art.  Baroni writes that the whole 

network is often invisible to people who are not already involved; he emphasizes 

the value of the interview project to the “spirit of mail art:” 

… a project like your “mail- interviews” is very important to the spirit of 
mail art, exactly like the Decentralized Congresses of past years, because 
it activates on a (semi)public level A COLLECTIVE REFLECTION on a 
phenomenon that tends naturally to remain invisible and private. Yours 
was a very simple idea, but that will surely be fertile of positive results, 
and for this I must thank you enormously. (Janssen, 1995h) 

Regardless of pro and con responses to his work, Janssen is passionate 

about learning as much as possible about mail art.  He invests a significant 

amount of time and money making, sending, and documenting mail art products, 

actions, and trends. As the story of mail art unveils around him, Janssen knows 

the difficulty of locating and accessing mail art literature and feels that the 

Internet has potential to make foundational information available to the next 

generations of mail artists:  

The new mail art networkers that started in the 90s have the advantage that 
they have lots of material to look back on. Especially in the 80s the 
publications about mail art hit the network. Although the written history 
never is the complete story, reading these publications gives indeed a 
wealth of information. The problem however is to get access to the 
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information. Not many libraries have these publications, and the many 
mail artists that have them in their 'archives' are quite hesitant to lend them 
to others most of the time. The Internet is bringing a solution. More and 
more texts are being made on the computer. These files can be accessed 
through the Internet. I know that a lot of networkers don't have access, but 
the new generation learns to use Internet at college. The shift is eminent. 
(Janssen, 1996f) 

As a result of his years of active mail art exchange, the stories in the 

interview project, and his profession in informatics, Janssen observes first hand 

the massive changes in the several networks in which he is involved.  

IMPLICATIONS 

Janssen places a significant slice of unedited history onto the World Wide 

Web thereby providing a wealth of raw data for researchers.  From the gold mine 

of TAM data I used only nuggets relating to the effects of the Internet, but other 

researchers can look at the same interviews, and Janssen's reflections, to find 

clues to other aspects of art history, aesthetics, political views, and the clashing 

and converging of radical art trends in late 20th century art and communication.   

Comparing the mailed versions of the interview project with the web 

versions presents an illustration of the effects of the Internet on access to mail art 

history. For example, Janssen’s little interview booklets, mailed out over years as 

slim volumes of single interviews, were small individual elements of mail art. 

Each booklet was a brief look into the thoughts of one other networker. The 

booklets are a stark contrast to the bulk and density of information on the TAM 

Web site where all the interveiws are surrounded by hundreds of pages of 

observations, links, and images. Janssen's meticulous personality, preference for 

raw interview data, and his profound respect for mail art permeate the entire 1,000 
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Web pages. The information massed on the TAM Web site is simultaneously the 

whole interview collection plus records of Janssen's life devoted to mail art. As he 

documented changes in the Correspondence Art Network Janssen was also 

responsive to continuous changes in creative uses of rapidly developing 

communication tools. In Janssen's view, most mail artists do not achieve the 

potential of the Internet with their Web sites because they create static HTML 

pages and do little to maintain them. In contrast, Janssen determinedly updates the 

TAM Web site because he feels a strong responsibility to provide a true 

representation of the mail art network, its evolution, and himself as part of its 

dynamic history.  

Janssen's combination of art, science, and his intense focus, explains why 

there is so much raw data on the Web site.  Janssen sees his duty, as an insider 

with growing computer skills and knowledge of both networks, to publish his 

research so that others can access the wealth of information that he has collected.  

Janssen's sense of fairness and mail art generosity dictates that he publish the 

stories of other networkers and his own story in order to inform people who come 

to the mail art network through electronic connections. The stories on the TAM 

Web site are part of a still-unfolding tale, an account of what it  was like when the 

Internet first entered the lives of mail artists.  Viewing the interviews as a whole, 

it is evident that many mail artists feel that the Internet brings profound changes 

to the international mail as depicted in Chapter 8. The TAM interviews are close 

ups of artists meditating upon the meaning of the Internet to their community, to 

their practices, and to world culture.  
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Did the predictions in the interviews come true? Did Cracker Jack Kid's 

cyberwarriors make quantum leaps? Were mankind’s cognitive competencies 

splintered, as Henning Mittendorf predicted? Did an exodus of mail artists leave 

the postal system in favor of digital media? The questions in this 1999-2001 

research follow leads from the 1994-1998 TAM interviews in order to record and 

analyze the continuing effects of the Internet on the mail art network. The next 

two chapters consist of stories from the 1999-2001 Clashing and Converging 

interviews and a collection of mailed artworks to illustrate the effects of the 

Internet on the Correspondence Art Network. 

Chapter 5: Contemporary correspondence artists and the Internet  

INTERVIEWS WITH ARTISTS 

The following 1999-2001 interviews reflect correspondence artists' 

openness to many media, cultures, and content. The interviews illustrate 

correspondence art practitioners' attitudes and talents. By seeking out a new 

generation mail artists, as well as artists with long experience, these interviews 

provide a representative account of mail art activities on the World Wide Web 

and in the mail during the three-year period from 1999-2001.  The trends 

emerging from these interviews are verified by ongoing conversations on message 

boards and in writings by mail artists on the Web and in printed zines. The 

categories and implications that emerge from the interviews are presented 

embedded in essays and are summarized in Chapter 7. 

I distilled the interviewed artists' responses into biographical essays to 

show artists' uses of the Internet in context with their previous work. These essays 
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show a wide range of responses: early adopters of the Internet, people who resist 

digital art, artists who embrace the Internet as a means of distributing work, artists 

who drop out of mail art in favor of Net Art, and artists who subvert Internet e-

commerce sites to extend mail art play in cyberspace.  The following essays 

depict the ways in which four early adopters first used the Web for 

correspondence art and how 12 contemporary correspondence artists employ or 

reject facets of the Internet. 

EARLY ADOPTERS 

In the late 1980s and early 1990s, technology-savvy mail artists eagerly 

embraced emerging electronic networks as a natural extension of their 

correspondence art activities. Their experiments ranged from exchanging disks 

full of black and white digital art through the mail, to organizing network 

convergences in museums, creating local dial-up Bulletin Board Services (BBS), 

connecting through email and finally building Web sites such as the first 

Electronic Museum of Mail Art built by Cracker Jack Kid in 1995. 

Guy Bleus, Charles Francois, Cracker Jack Kid, and Mark Bloch are mail 

artists who were active in traditional mail art networking. In the late '80s and early 

90s these four artists quickly launched into Internet experiments in BBS and 

multimedia.  Later, more correspondence artists used the Web to publish essays 

and manifestos, and to distribute mail art calls, and to build virtual galleries. The 

Internet beginnings were full of high frontier spirits for mail artists as illustrated 

by comments by these four early adopters. 
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Guy Bleus  

Guy Bleus is a mail artist in Belgium known for his poetic statements on 

the nature of the Network. He has been working on the Internet since 1989 when 

"Screams," his first project using networked "electronic mail-art," was installed at 

the Museum of Hasselt, Belgium. Bleus' mail-art projects are open to constantly 

evolving means of communication. Bleus still emphasizes that "Not the means of 

communication is important, but the poetry of the mail works received" G. Bleus 

(personal communication, November 18, 2000).  Bleus remains loyal to art and 

poetry yet also embraces the many opportunities that technology offers.  For 

example from 1994 to 1995, Bleus actively searched for mail artists' email 

addresses in order to circulate an email zine called Pèle Mèle.  He also facilitated 

a 1997 collaborative  E-Mail- & Internet-Art Manifesto, in which thirty-five artists 

wrote  brief statements on Internet mail art. He distributed the Manifesto by email 

and printed copies.  As the Internet attracted increasing numbers of people, Bleus  

observed that "the postman had an electronic shadow" and that its end, perhaps by 

beheading, stalked the Mail Art Network:  

The mailman is a communicative anachronism, but on the other hand he 
makes that same transfer of in-formation visible. He is an essential trace 
within communicative reality. The letter carrier is not the owner of the 
information. But he is more than a symbol or an icon, moving on the level 
of language, in the language play between word and meaning. The 
mailman is a referent on the level of reality, a human of flesh and blood. It 
is of course nostalgic to presume that the 21st century will cherish the 
same totem animals as the 20th. Electro-nics are the guillotine of the mail 
(as a system of information). Postcards, post marks and stamps are the me-
morabilia of administrative rituals from a recent past (Bleus, 1994). 
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Although Bleus predicts the Internet' electronic guillotine  may eliminate the 

many heads of state on postage stamps, he also believes networks of artists will 

flourish: 

//The End of The End of Mail-Art//. In the eighties I did a networking 
project entitled "The end of Official Mail Art": The postal system 
eliminating itself by sending "all" its attributes away (postboxes, 
buildings, postal vans, postmen, ...). Of course this must be fun.  

//The end of mail art is only a concept. As long as there will be "mail" or 
"e-mail" there will be "mail art" and "e-mail art".  
With Luck and Energy. Guy Bleus - 42.292 (Bleus, 2001)   

Bleus' quotation demonstrates his belief that the end is also the beginning and that 

correspon(dance) of art and poetry will continue around the globe. 

Charles Francois 

Artists perceive the Mail Art Network to be much grander than the sum of 

its parts. Before the Internet became available, mail artists were comfortable 

working on a global scale. They cherished being small parts of the grand whole of 

mail art rather than competing against each other in the art world or in the 

emerging new media industry.  For example, Charles Francois of Belgium mailed 

his first multimedia experiments saved onto disks to other international artists. As 

artists mailed texts, graphics, and animations on disks and, later, over slow 

modem connections, Francois exp lained that the artists' vision expanded far 

beyond the limitations of their small 1991-era computers:  

It's perhaps become a banality to say that informatics history is the 
accelerated history of car and plane transportation, but it's never unuseful 
to repeat it. The means actually exist to make soon a reality the big 
"pulsating spiritual sculpture" which will probably be one of the hot 
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questions for art historians in the next century.  Then Mail Art will find its 
right place in the Art of this century (Francois, 1991). 

The new electronic network artists were aware that they had access to 

special advanced technology that, if used exclusively, would isolate them from 

the network as they knew it. Building the "pulsating spiritual sculpture" carried 

with it a responsibility that Francois expressed as concern for preserving the 

democratic nature of the  Correspondence Art Network in relation to the emerging 

new tools: 

Nowhere in the world technological environment and fortunes of the mail 
artists are [conditions] the same. It doesn't mean that in the mail art 
network artists more equipped neglect contacts with the ones who are less 
fortunate.  This arises from the fact that it is the process of communication 
that is invested with the whole earth as a framework. And that we assume 
all the problems related to this position. Some of these problems 
sometimes may seem unpleasant. But it's also possible to say that it's in 
the interest of each mail artist that some of them pushes ahead new tools 
which the other ones can then enjoy, at least indirectly.  I don't find it's 
antidemocratic. I would rather consider there should be … a will of 
creation and information sharing (Francois, 1991).  

While Francois believes the powerful potential of the technology must be 

balanced with a continued shared artistic spirit, some artists like Cracker Jack Kid 

became impatient with traditional methods of correspondence. 

Cracker Jack Kid  

Cracker Jack Kid viewed the Internet as almost a spiritual space in which 

to work as an artist.  He could not understand why some mail artists were 

reluctant to leap into the interactive space that was becoming more available. To 

Cracker Jack Kid, the Internet seemed to be a manifestation of "Filliou's Fête 
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Permanente (constant feast or festival), a permanent celebration, not of artworks, 

but of actions and events" (Perkins, ): 

I wanted to take mail art out of the mailbox and into the ethereal world of 
the Internet. I felt this to be spiritually akin to Robert Filliou's meaning of 
an "eternal network." It seemed like a simple, natural progression from 
snail mail to the Internet, but many mail artists were unwilling to let go of 
the materialistic obsession with the handmade object...objects which 
accrue normative values, and ultimately are absorbed by the very 
materialistic hierarchy that mail artists want to escape. I observed that the 
ephemerality of mail art could be preserved by going online, yet existing 
without the high art paradigm and its values. I felt like a "netshaker" at the 
time and I used the Internet as a call for a Netshaker Harmonic Divergence 
during NC92 (World-Wide Networker Congresses of 1992). Of course, as 
paradox would have it, today there is a webpage on the WWW by a 
commercial company known as "Netshaker" C. Welch (personal 
communication August 13, 2002). 

Much to his surprise, Cracker Jack Kid's vision of this ephemeral net shaking did 

not run rampant through the mail art community:  

Using the Internet as a form of mail art networking was a liberating and 
exhilarating experience and I anticipated that others may find this true as 
well. I found Fluxus concepts of intermedia as cited by Dick Higgins to be 
grounds for challenging the mail art network to discover itself through 
internetworking. Surprisingly, in the early 90s few mail artists followed 
suit. The common excuse was that computers created a technological 
ghetto separating those who had access and those who didn't. And at the 
time you could find computers in nearly every public library in America 
and most certainly, in libraries abroad. It seemed a lame excuse, rather like 
saying copy art in the early 90s was a privileged artform simply because 
not everybody owned a copier machine. I suppose the same logic would 
apply to electric typewriters which cost as much as $1,200 when they first 
emerged in the late 70s C. Welch (personal communication, August 13, 
2002). 

While Francois predicted that the "giant pulsating sculpture" would happen 

eventually. Cracker Jack Kid stressed that the sculpture was already available, yet 

negative attitudes of mail artists hindered its realization. 
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Mark Bloch 

New York artist Mark Bloch took his first steps toward a virtual mail art 

country in the early 1990s. He envisioned a virtual country, decentralized and 

asynchronous in nature, where artists could meet, collaborate, and create new 

work. Then he happened upon a dial- in electronic environment in New York 

called Echo. 

In 1990 the founder [of Echo] … asked me if I wanted to host an art 
conference but I declined in favor of a more free-form, performance art on 
line creation of my own design called Panscan. I didn't want to type about 
gallery shows. I wanted to use the medium. There, hundreds of 
participants took place in a teleconferencing environment that stretched 
from "traditional" mail art activities like discussing the relationship 
between art and money, or listing mail art shows, to more creative and 
community-based endeavors such as constructing a giant e-poem or 
swapping stories about our mothers and how they influenced our lives 
today. We also had a Q-and-A with a postal employee to discuss how the 
mail moves. It was terrific, but I was sorry more mail artists couldn't log 
on. Those that did didn't stay because of the expense…. as far as pure 
cutting edge value goes, I really preferred the early Panscan experiment 
which was text based. …ASCII text was the best killer app ever invented. 
It was better than any virtual reality someone could invent. Text and the 
mind in tandem have never faded away as a medium because they are a 
great imagination machine with infinite possibilities M. Bloch (personal 
communication, December 3, 2001). 

As a writer, Bloch was excited about the role of Internet text as a new 

performance space filled with possibilities for spontaneous creation. 

Bloch was invited to participate in the PLEXUS Web site and bulletin 

board. This invitation coincided with Bloch’s mail art show called One World. 

One World’s theme was in homage to the United Nations and communication 

across national borders. Bloch started the One World message board with the idea 
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of forging a new communication paradigm for international correspondence art on 

the new Web:  

My original idea with the One World bulletin board was to use the web 
and combine it with mail art. Since images could be posted there, I wanted 
people to take the images from the One World Mail Art Show and freely 
change them--a continuation (electronically) of the "add to and send" mail 
projects that Ray Johnson started in 1963. But that never came to pass. I 
became bored with the site when no one, to my knowledge, ever added to 
an image there. It was too early. People didn't know what to do with 
images at that time. Gifs and JPEGs were pretty new M. Bloch (personal 
communication, December 3, 2001). 

Like Cracker Jack Kid, Bloch felt that correspondence artists resisted an obvious 

opportunity to extend classic correspondence art strategies, such as the "add to 

and send," onto the Internet. 

And then… 

In a few years the wave of early correspondence art's Internet adopters was 

over. The electronic frontier became paved over by information superhighways 

and infobahns that quickly filled with advertising, e-commerce, pornography 

havens, off-shore gambling dens, battles for smart chips, con artists, and hype.  

People were always flowing in and out of mail art and their numbers increased 

rapidly--the next incoming batch of people brought clean slates, hidden agendas, 

new skills, fast connection speeds, and trans-network etiquette, or "netiquette," 

and little knowledge of correspondence art history.  In spite of the international 

masses pouring onto the Internet, many mail artists kept their value systems 

steady. Some adapted new aesthetic and community experiments to electronic 

networks, while some left mail art all together. Other new people joined and were 

willing to work within mail art's multicultured, opinionated, postal fetishistic 
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norms.  What a congress!  This shifting congress had yet to define itself. The 

following essays show how 12 correspondence  artists shifted their techniques and 

attitudes in response to the addition of the Internet to their networking palettes. 

ARTIST ESSAYS  

Anna Banana, mail art's multiphasic banana queen  

Her website pronounces her the Queen of Bananaland. She reigns over 

decades of artist networkers of the past and a new era of mail artists advancing 

onto the Internet.  As an artist, performer, writer, and publisher, Anna Banana has 

been innovator, entrepreneur, and critic in the mail art network since 1971. As an 

artist she pioneered an important branch of mail art when she created and 

distributed editions of original postage-size artworks called artistamps. In 

addition, she organizes and curates exhibitions of artistamps by artists from many 

countries. In 1998 Banana purchased a Rosback rotary pinhole perforator, a 

machine that punches rows of holes to create the seams between postage stamps. 

Using the perforator, Banana began International Art Post, a specialty publication 

of artistamps for other artists. 

As a writer Banana covers the ever-changing mail-art network by 

distributing personal newsletters, the Banana Rag (1971-1991) and Artistamp 

News (1991 - 1996) along with articles for exhibition catalogues and publications 

. Banana is most influential as the publisher of VILE magazine which she started 

in 1974  as a showplace for mail art. Slick and professionally printed, VILE was 

filled with the works of mail artists' cultural criticism, poetry, collage, ironic takes 

on consumerism, and fierce images such as a bloody-chested  mail artist holding 
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out a bleeding heart on the cover of the first issue. VILE documented the 

expanding network of correspondence art activity throughout the United States, 

Canada, Europe, and South America. VILE contributed to the 1970s expansion in 

the numbers of mail artists because it contained contact addresses for international 

artists. When the network expanded from about a hundred people to thousands, 

the wave of people flooding the network increased demands for response.  Those 

artists dedicated to answering all mail found it impossible to keep up and were 

forced to reconsider their nonjudgmental commitments to respond to all mail.  

Banana herself came to a conclusion: "I can't humanly relate to everyone; I don't 

have the time to commit, or money to finance so many communications. It's too 

overwhelming" A. Banana (personal communication, Spetember 16, 2000). After 

arriving at that point, she concentrated on one-to-one exchanges focusing on the 

artistamp medium, to narrow, instead of expand, her personal network. 

Banana juggles her resources between artistamps, artist trading cards, 

performance travel, writing about correspondence art, and her printing business. 

She stuctures her time by working at her computer from 9 a.m. to 2 p.m. When an 

email invitation to a mail art exhibition interests her, she prints it and adds it to 

the piles of paper for the afternoon/evening time slot when she turns her attention 

to art and life. In the late 1990s and early 2000s, when mail artists began plugging 

into the electronic network, and while mail art still kept arriving by snail mail, 

printing emailed invitations and information from the computer helped Banana to 

keep in touch with mail art activities online and off. 
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In 1997 Banana established a website to promote her artis tamp business. 

Although she comfortably uses the Internet, she is not interested in using it as a 

mail art tool. She enjoys the convenience the Internet for information-gathering 

and for verbal exchanges, but she relegates Internet-delivered mail s into the easy-

to-ignore junk category and ignores it. She makes art using her hands, brushes, 

glue, and scissors, and she prefers to receive hand-made artworks in response to 

her sendings.  In contrast, she finds Internet- launched fast cycles of invitations, 

shows, and documentation too much to keep up with and not interesting enough to 

try. She limits her Internet exchanges to research queries for writing projects  and 

to communicate efficiently with other networkers. In these days of expanding 

Internet connections, Banana maintains one-to-one mailed conversations with old 

and new friends and considers that one-to-one mailings are "more true to what 

Ray [Johnson] was doing." In the mail art network Banana enjoys an extended 

sense of community and an atmosphere in which she, as the Queen of Bananaland 

and other banana monikers, was "not considered a weirdo." She said with a smile; 

"I don't have to explain myself to other mail artists."  

All in all, Anna Banana values relationships and aesthetic and cultural 

conversations that grow and expand on a personal level. She has been able to 

distill those conversations into articles, performances, and curated shows for 

wider consumption. Banana evolved an artistic lifestyle that incorporates 

computer connections as part of each day, yet for Banana the effects of the 

Internet are tempered by her strong sense of what is meaningful to both the Mail 

Art Network as a whole, and to individual artists.  Capable of using technology 
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when it moves her closer to her goals, Banana's most important aim is to continue 

a lifetime of initiating and maintaining meaningful connections with other artists 

who don't think that she's a weirdo. 

Vittore Baroni: Planetary democracy on a human scale 

"Mail art is a small working model for a better world." -- a statement by a 

hot-blooded political activist of the 1960s? No, this assertive statement  is part of 

an email sent from Italy shortly after the terrorist tragedies of September 11th 

2001 and it continues:  

[Mail art] is a small entity … compared to the Internet hordes, … a grass 
roots group bound together by common ideals…committed to a view of 
our planet as a single "netland" without cultural borders, customs, or 
police. It is a small working model for a better world: this is why it is 
important to preserve and study its history. And this is why the recent 
tragic events in the USA on September 11, 2001 and the war prospects 
impending over the whole planet are so shocking for us "veteran" mail 
artists: after glimpsing for so many years, through hundreds of contacts in 
near and exotic lands, the concrete possibility for horizontal multi-cultural 
cohabitation, we are forced to see once again …how differently functions 
the economical-political reality ruled by hierarchical networks of power, 
mass exploitation, widespread terror and blind fanaticism. Humans are 
very dangerous animals. Will we ever learn (Baroni, 2001)? 

Comparing utopian ideals of correspondence art to networks of power may 

seem naïve to some, but the author, Vittore Baroni, is not a novice raving with 

untrammeled idealism. Baroni has been a networker for decades, playing a 

vigorous role in chronicling mail art history and disseminating mailed artworks. 

And, like Anna Banana, Baroni has seen decades of interconnections form and 

disperse. In the essay, My Life in the Net of Ghosts, from which the above excerpt 

is taken, Baroni paints a passionate picture of creative global networking as a 
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peaceful alternative to terrorism. Baroni’s eloquent Ghosts essay powerfully 

reflects his idealized view of an achievable world . His idealism reveals a deep 

sense of belonging to the network, being bound to other networkers, and 

commitment to a view of the planet as a single "netland:" 

Mail art is a dream become true of world solidarity and cooperation, 
beyond any difference of race, country, religion, and ideology.  It is a … 
utopian invisible community, without written rules or dogmas…and it has 
existed for over four decades, much longer than any other art movement, 
simply because it is not an art movement, but rather an alternative cultural 
strategy, a model for an independent and self-determined "network 
culture" based on direct interaction and no profit, unlike most of what can 
be seen today on the World Wide Web (Baroni, 2001). 

In 1977 Vittore Baroni was on the sunny west coast of Italy when he first 

learned of VILE magazine. He ordered a copy from Anna Banana on the cool west 

coast of Canada and thus joined the first explosion in the number of mail artists 

that Banana described.  Suddenly Baroni was linked to thousands of people in a 

postal web, his life filled with envelopes, postcards, stamps, rubberstamps, poems, 

audiotapes -- the physical manifestations of the network.  But what really 

mattered to Baroni was the "direct feedback, the invisible, almost telepathic link 

between correspondents, the ethereal, open and eternal networking spirit" that he 

observed as "a HUGE continuous performance [of] social art… carried out by 

thousands of individuals in dozens of countries over a period of forty years" 

(Baroni, ). 

From 1978-2002 Baroni used mail art sent to him to compile eighty-five 

issues of the zine, Arte Postale!  In his 1995 interview with Ruud Janssen, Baroni 

said "the thousands of copies of Arte Postale! that I lovingly hand-assembled one 

by one in the past sixteen years is the best single documentation of my 
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multifarious activities as a full- free-time networker."  Baroni freely exchanged 

99% of the Arte Postale!s for mail art materials; he sold 1% for a low price to 

people who had nothing to trade.   This barter of art promoted an interactive 

community forming a sympathetic net that Baroni described in another essay, 

Network of Sparks as:  

…direct two-way one-to-one communication (without filters or 
censorship) - total openness (no selection of participants) - horizontal 
dialogue (no hierarchies among participants) - no competitiveness ( and 
profit making) - no dogmatic rules.(Baroni, )  

Baroni published Arte Postale, Guida al network della corrispondenza 

creativa (1997), a book that offers an insider's record of events, important people 

and places of the Correspondence Art Network, and illustrates specific modes of 

networking. Baroni edited two books: John Held Jr.'s Rubber Stamp Art , in 1999, 

and James Warren Felter's Artistamps, in 2000. He is currently editing a book 

about artist's postcards. 

Baroni limits his use of the Internet primarily to his business as a rock-

and-roll journalist. He does not trust computers to organize his email or snail mail 

contact addresses, in fact, he keeps all email addresses in an old copy book 

written out by hand so they will not be erased by hard drive crashes or be used by 

viruses to flood his contact list with viral infections. He does not find the Internet 

an attractive medium for his art; he prefers to stay in the snail mail realms that he 

calls  "an unplugged, unpretentious planetary democracy on a human scale."  

In 2002 Baroni set up an e-commerce website for his AAA Editions 

publishing company to make books related to mail art and art works by artists 

Piermario Ciani and Emanuela Bianacuzzi available to a wider audience. Baroni 
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critiqued mail artists' sites on the Internet for lacking mystery and surprise. 

Although Baroni approved the websites of Artpool, Ruud Janssen's TAM and Jas 

Felter's Cyberspace Museum of Artistamps, he finds most mail art sites to be 

without  any "sting" or provocative qualities of real art. He attributes the lack of 

real art elements to the observations that mail artists have not yet developed ways 

to make digitized art emotional and intense, and that mail artists were too timid in 

their approach to the communication resources that the Internet offered. In 

contrast, he suggests, that cyberartists in the art world have taken the lead in the 

technological art field. Unfortunately, these cyberartists mirror the art world's 

individualistic methods of competition, instead of methods of networking toward 

holistic ongoing interactions.  Baroni also critiqued hacker artists for creating 

viruses instead of making useful digital things. In addition, he found more 

competition for attention on the Internet than in mail art: 

[The] Internet makes everything … simpler but also more difficult, 
because you have more data than you can handle on your fingertips, while 
you can always deal with a few letters in your mailbox every morning. It's 
really thousands, millions of people connected, not a few dozens or 
hundreds at a time like in mail art projects, so to have a global effect you 
must come out with an idea that is really … very powerful, and support it 
with a lot of promotion, or it will be completely lost in the big ocean of 
similar projects V. Baroni (personal communication, June 29, 2001). 

In 2001 Baroni saw the "spirit of mail art" transforming and postulated 

that web art will become an extension and evolution of mail art.  He believes that 

mail art will continue to be "a branch of the networking art tree" that existed 

before Ray Johnson and will be around in some form after the Internet becomes 

old hat. The fact that the cyberartists took the lead in Internet art suggests that 

mail artists will find new undergrounds of culture and connections in which to 
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promote global systems of understanding and art. As networking evolution takes 

place and technological skills evolve, mail artists will surely use the tools to 

create the aura of intensity and meaning needed to "promote planetary democracy 

on a human scale."  The violent beginnings of the 21st century make the 

responsibilities  of global networkers all the more critical.  

Judith Hoffberg: touch or isolation 

While Baroni speaks of correspondence art on a planetary scale, Judith 

Hoffberg speaks of individuals, their crises and joys. Hoffberg builds lasting 

bonds with many artists and travels extens ively to meet those people in person she 

first meets in the mail.  In the 1970s she was often in Europe staying with book 

artists and mail artists, finding friends everywhere.  Hoffberg had friends behind 

the iron curtain who, under government censorship, went to great lengths to get 

mail through to the outside. Mail artists in the free world in turn attempted to 

communicate with and help their friends on the other side.  Because of her travels 

and diverse friendships, Hoffberg is deeply rooted in political and experimental 

mail art history and has a very “human” way of characterizing her experiences.   

Judith Hoffberg knows first hand about the bonds created in the mail art 

network as it evolved from Ray Johnson's original lists: 

Ray Johnson was the founder of global warming, … not in a negative way, 
but in a positive way because he warmed our hearts.  For some reason I 
used to smile a lot more when I got mail art because it was a wonderful 
sense of humanity.  I felt that the United Nations and mail art should have 
come together in some way because it … tied us together in a remarkably 
humorous, human real way, not virtual, but real J. Hoffberg (personal 
communication, September 16, 2001).  
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Hoffberg's reference to the United Nations echos Mark Bloch's One World 

exhibition that was created in hommage to the United Nations. 

Hoffberg considers post office workers key players of the game of 

correspondence art. Postal employees are especially important facilitators for the 

delivery of non-standard artworks that stress the postal regulations and challenge 

the normal sorting routine.  For example, Hoffberg, well known at her local post 

office, recalls one visit in which the postman brought her the leaf of a rubber plant 

that had her name and address carved into its thick browning flesh and a stamp 

affixed.  

Her international travels evolved into a publication that directly connects 

mail artists. Her  newsletter, called Umbrella, contains mail art news, interviews 

with artists, book reviews, and articles.  Umbrella features articles on Hoffberg's 

specialization, artists' books.  Artists' books are works of art in book form, usually 

published in small numbers or handprinted and bound by bookmakers, poets, or 

artists. As an archivist and librarian, Hoffberg has an affinity for all books and 

especially artists’ books. She serves as an independent curator of artists' book 

shows, such as the 1998 exhibition Women of the Book: Jewish Artists/Jewish 

Themes, which toured Budapest, Israel, Prague, Warsaw and six cities in the 

U.S.A.  Starting with Volume 20, Number 1 July 1997, Hoffberg put Umbrella on 

the Internet and it remains a source for information about artists, international 

correspondence art projects, and articles about artists' books. 

Although electronic networks foster efficient connections, Hoffberg 

believes they may actually erode creativity and increase isolation.  Hoffberg has 
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reservations about the Internet's effects on the younger generation. She is 

concerned about  young people who are not exposed to the friendships and 

collaborations that she has experienced through the Correspondence Art Network.  

She believes that young people may be vulnerable because they have no sense of 

history, no sense of the playful and creative friendships of mail art as embodied in 

the tactile examples of art that are exchanged. 

I'm really afraid the new generation, the children…will loose their 
tactility…will loose that sense of touch. I'm really afraid that if we loose 
the sense of paper we might loose the sense of touch with human beings as 
well.  And I mean touch, hugs, things like that. I think the computer 
sometimes distances us rather than bring us together. At the same time I 
hate my email and I love it. J. Hoffberg (personal communication, 
September 16, 2001)  

Children may find themselves stranded alone even though, on the Internet, 

they are connected to the most widespread network ever created. 

Although technological book artists have created magical experiences to 

activate flat monitor screens, Hoffberg is concerned about the long-term effects 

on all children.  When the children grow into adults, and some of them become 

artists, what will networking consist of? 

Hoffberg observes that technology may evolve in several directions. She 

expects virtual reality to evolve into more sensually and aesthetically rich 

environments. She also predicts if technology is in the control of a few, then 

commerce and censorship will create an uninviting commercial and mechanical 

environment.  She connects to people, and her involvement with mail art is a 

manifestation of her deep concern for people and their artistic potential. She has 

mixed attitudes about the effects of electronic networks on new generations of 
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artists. On one hand she appreciates the advantages of putting Umbrella online 

compared to sending out printed copies, yet she is concerned about the isolating 

effects of being alone with a monitor. She values e-mail's quickness, but her 

concern is with people when she observes that "you can reach a lot more people 

faster perhaps better for dire news or for good news.  But …you are in an 

isolating situation because you are one-to-one with the monitor" J. Hoffberg 

(personal communication, September 16, 2001). Networking art is the exact 

opposite of the isolation that Hoffberg feels that computers foster. 

John Held Jr. a focus on 20th century mail art 

Mail art historian and bibliographer, John Held Jr. wishes to focus on 20th 

century mail art. He told me, because of my interest in correspondence art on the 

Internet, that I could "have" the 21st century's mail art. Held's artistic practices are 

to create and send traditional mail art, travel to networker congresses. He also 

organizes mail art exhibits around the world, lectures, organizes his constantly 

growing collection of mail art, and writes about the Mail Art Network. As an 

important chronicler of mail art, Held published the 1991 Mail Art: An Annotated 

Bibliography, the most important reference book available on mail art 

publications.  He believes the Internet adds an almost infinite extension to the 

Mail Art Network and uses the Web to document his network-related travels. He 

publishes essays on the web to reach an audience greater than those 

correspondents to whom he would normally mail his news in letter format, but 

like other mail artists who have been working in the medium for many years, he 

does not use the Internet to distribute art. 
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Held is a professional librarian and an important collector of mail art. His 

collecting passion leads him to acquire a wide variety of artifacts with a particular 

focus on publications about correspondence art such as catalogs, zines, and art 

magazines with mail art articles. When he lived in Dallas, Texas, in the early 

1990s Held had a safe place to house and display his archive and library. He set 

up the Modern Realism Gallery in his home. He displayed rotating exhibitions of 

framed works from his collection in the hallways. One room held dozens of file 

boxes of neatly labeled and filed mail art. Catalogs, arranged with meticulous care 

and organization, filled shelves around the room's walls.  When I visited Held in 

San Francisco in 1998 I was shocked to see his archive in a damp basement room 

and in disarray. He was frantically looking for a safe home for the collection, 

preferably a permanent home in a research institution. Since that time, six boxes 

of correspondence from other mail artists, and two boxes of his writings have 

been donated to The Archive of American Art, Smithsonian Institution. In 2001, a 

collection of 1,263 exhibition catalogs and posters from 54 countries went to the 

J. Paul Getty Research Library. I am relieved to hear that at least parts of this 

important collection are now in climate-controlled conditions.   

Held is one of the most knowledgeable mail artists in the world with a 

knack for organizing lecture tours and self-promotion but he had no personal 

presence on the Internet for years. He lacked the web design skills and the time to 

build a Web site complex enough for the amount of material he had to publish. 

Fortunately, he writes on a computer and his text files are saved in digital formats. 

Several years ago Held became friends with a professional web designer, Princess 



 89 

Petal, who designed a Web site for his work. He was able to publish 5 interviews, 

11 travel diaries, 13 essays about mail art subjects, and 12 about mail artists on a 

free web hosting service.  Tragically, Princess Petal developed cancer and passed 

away and now Held's Web site is static. 

Even though Held prefers not to get enmeshed in 21st century's mixing of 

Internet and correspondence  art, he does write about his vision of the future and 

plots a trajectory for mail artists involved with new media. In an interview on Jeju 

Island, Korea on October 12, 2001, Held discussed the future: 

… mail art is not only confined to the postal system. Since the mid 1990s, 
mail artists have been using computers to communicate. Many mail art 
shows now take place only on the Internet. Sometimes work for the show 
is sent by snail-mail to the organizer, scanned, and put up on a website. 
Sometimes the work is sent directly computer to the organizer. But it is 
still mail art, because the strategies developed over thirty years in the 
postal system still apply to current activity. Again, mail art is about the 
creative use of communication, and is not limited by a particular channel. 
Mail Art is growing because of the long reach of the Internet (Held Jr., 
2001). 

John Held Jr.'s main focus is on the documentation of 20th century correspondence 

art, however, he is using his vast knowledge of the social, political, and art history 

of the correspondence art network to gauge the value of the legacy of mail art in 

the 21st century: 

Mail Art remains a viable communication path between artists of different 
cultures, but with the rise of more sophisticated and economical 
technologies, its crucial moment may have passed. Networking, the 
cultural workers' ability to communicate in various mediums appropriate 
to the situation, a legacy imparted by a generation of Mail Artists, has 
become a vital strategy in the present artistic climate J. Held (personal 
communication, July 31, 2002).  
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Viewing the current state of the network through the lens of history, Held believes 

that mail art has the potential to affect the Internet by passing its legacy to Internet 

communicators. 

Dragonfly Dream's Nexus of Networks 

Dragonfly Dream has photographs of her tattoos on her website and links 

to other tattoo web pages. A large tatoo of a dragonfly stretches across her back 

and there are Koi swimming downward from her shoulders to her cleavage. She 

also has an interest in Runes, Fairies, Star Trek, Wicca, motorcycles, and WWII 

airplanes. Her art interests range from artistamps, monotypes, postcards to visiting 

mail artists. Dragonfly Dream does not separate her mail art activities on the Web 

from the other personal and social aspects of her life she posts on her Web site. 

Her rants and raves are there, her joys and beliefs, her body art and her gallery 

space.  Dragonfly Dream's site is a collage of her interests and a natural place for 

her to integrate correspondence art.   

The Web is a natural intersection of Dragonfly Dream's communities of 

shared interests and it is no surprise that she is an active member of several 

correspondence art message boards. Her activity on the message boards 

precipitated an unsettling learning experience for all the members of the group. 

After surviving cancer Dragonfly Dream founded a non-profit organization to 

give baskets of supportive gifts to women diagnosed with breast cancer.  She 

posted a request on the message boards for hand-made cards to include in the 

baskets.  A person appropriating the name of a female artist and friend of 

Dragonfly Dream's posted abusively critical replies to the request saying that the 
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cards had nothing to do with mail art. The attacker also put down Dragonfly 

Dream 's cancer experience as inconsequential. This cruel imposter not only hurt 

Dragonfly Dream, the list, but also sullied the reputation of the person whose 

name the imposter was using.  Finally the person whose identity had been 

appropriated posted that she knew the imposter and cleared her own name from 

responsibility.  Kiyotei, a veteran of Internet communication styles, explained this 

cruel incident as not uncommon on mailing lists and posted information on 

Internet trolls. He explained the phenomenon of trolls to the other participants and 

once this ugly tension was explained, the list survived the attack.  Although this 

incident seemed to be a personal event, and not an attack of random trolls, the list 

members learned about the downsides of Internet interactions.   

Dragonfly Dream's integration of life and art on the web is currently a rare 

trend in the correspondence art community, although Shouting at the Postman site 

by Ken Miller has a similar breadth of personal details.  Many of the artists' Web 

sites, such as Ruud Janssen's TAM, focus on their own and others' 

correspondence art as separate from their personal life. 

Geert De Decker: Do-it-yourself encyclopedia  

Geert De Decker organizes convergences of mail artists both on and off 

the Internet. He hosts a mailing list message board, maintains a Web about mail 

art as well as an extensive Mail-Art Encylopaedia, and maintains a database of the 

Szutka Fabyka Archive located in Tielrode, Belgium.  The term Sztuka Fabryka is 

Polish. Sztuka means "art" and Fabryka means "factory." De Decker chose Sztuka 
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Fabryka as a name because he says it is more mysterious and exotic name than 

"Art Factory."  

De Decker started a Web-based mailing list called ma-network in response 

to disruptive squabbles on another mail art list.  To avoid the first list's problems, 

he issued a set of stern guidelines intending to outlaw mean-spirited posts aimed 

at individuals, such as Dragonfly Dream experienced.  In spite of his precautions, 

the list got off to a rocky start because one member wrote a series strong 

complaints about De Decker's rules.  This rule-focussed argument seemed strange 

to the members because the list is devoted to the free-wheeling Mail Art Network. 

After its contentious beginnings the list seemed to achieve the goals that De 

Decker stated in the guidelines in all capital letters: "THIS IS AN OPEN, 

GIVING, TRUSTING, EXPRESSIVE MAIL-ART LIST WHICH RESPECT 

[sic] THE PHILOSOPHY OF MAIL-ART / WE ASK ONLY FROM OUR 

MEMBERS TO RESPECT EACH OTHER." 

De Decker established an online encyclopaedia to continuously write a 

record of mail art's past, present, and future, where artists write their own versions 

of events, people, and actions.  The Mail-Art Encyclopaedia is an ongoing labor 

of love that contains 28 pages of information and grows weekly.  To create an 

entry an artist sends a definition to De Decker who determines if it is a valid and 

useful addition. He provides guidelines such as, you cannot write about yourself, 

however, if someone writes about you and leaves out important contributions, you 

can submit additions to your entry for De Decker's consideration. In spite of 

detailed guidelines about what is and isn't appropriate, the encyclopedia 
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developed unexpected and quirky qualities.  Indeed, the nature of the people 

submitting entries make quirkiness inevitable. Another rule was that made-up 

words were not allowed unless they had been in common usage in the Network 

for several years.  In spite of the no-neologism rule, made-up words are in the 

tradition of mail art. Poet John M. Bennett submitted the word clumpt and it's 

femine form, clumpte.  "Clumpt: A batch of Mail-Art sat on by a mailman. 

Clumpte is the feminine form: a batch of mail sat on by a mailwoman. Usage: 

'That was some clumpte I got yesterday - Phew!'" (Bennett, 2002a)  Whether 

Bennett was pulling De Decker's leg by submitting the word, or whether De 

Decker got the definition from somewhere else, no one really knows.  When 

asked about clumpt Bennett replied,  "Clumpt? Clumpte? Et clump? Mut clep? 

Plec tum? Mute lep" (Bennett, 2002b).  One of the stated goals of the 

encyclopedia is to teach novices about correspondence art, yet it takes an already-

developed sense of mail art-specific concepts and an openness to Dadaesque ideas 

to sift through the new words, conflicting opinions of network history, and the 

contemporary in-jokes, and in-fighting within the encyclopedia. Will it hurt 

novices to see correspondence art play in the guise of a reference work? Will 

definitions crafted by intensely creative mail artists be more helpful to 

correspondence art hopefuls than an impartial product written by art historians or 

outside critics?   Due to the encyclopedia authors' idiosyncratic humor, their 

personalities come through loud and not always clear. Artists write from different 

personal experiences, in different languages, and from differing cultures, and they 

narrow their entries to correspondence art contexts. Unexpected definitions 
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emerge through this multicultural lens. For example, Boek861 defined "postage" 

as "a compulsory administrative form which can become a creative act."   Since 

cultural mixing and creative meaning-making are two signature aspects of the 

mail art community, the often quirky mail art-specific references in the 

encyclopedia paint a fairrly accurate portrait of the nature of mail art terminology. 

An encyclopedia that does not have humor, strong opinions, limited scope, 

multiple identities, and imaginary words would not be a true representation of the 

culture. 

De Decker also maintains an archive of information, artworks, 

publications, and music from hundreds of independent artists. The archive 

includes  a well-structured catalog system so that visiting artis ts can research 

activities in four independent networks: mail art, art and technology, industrial art, 

and music. De Decker has long-range plans for the archive as stated on the Sztuka 

Fabryka Web site: 

The Archive wants to become one of the most important sources in the 
world concerning the international network art scene. Not only today but 
also after the death of its founder Geert De Decker. We are looking 
therefore for museums, serious art collections, interested to care for the 
entire Archive (as it is ) with database till the end of times. If you are 
interested make contact with us and we will see if you can get our Archive 
(De Decker, ). 

The Sztuka Fabryka database records are posted on the Internet, but the database 

is designed to be used in conjunction with the actual archive in Belgium. Other 

mail artists, especially those who are also librarians, John Held Jr. and Judith 

Hoffberg, know it is important to research institutions that a collection is 

organized and documented. A well-organized archive is more attractive to a 
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research institution than an unorganized "clumpt" of envelopes, CDs, and 

postcards. 

In 1995 De Decker organized his collection into an archive; in 2000, with 

the help of a friend, he created a database to record all the materials in the 

growing archive.  The current phase is to make the database information available 

through various media and it is now searchable at the Sztuka Fabryka website. 

The final phase is to donate the entire archive to a museum so that it will continue 

to be a resource for the study of networking art. 

De Decker also organizes a yearly music and arts festival in Belgium to 

which mail artists across Europe and beyond come to meet and be creative.  With 

more mail artists traveling to the festival a new trend may be emerging. Artists 

connect on the mailing list, record images in the message board gallery, write 

about mail art in the encyclopedia, and meet and collaborate at the festival. This 

flow may become one standard online-offline pattern for mail artists to participate 

in the electronic spin offs of the mail art phenomenon.  De Decker has created an 

experimental integrated system that may connect artists who use the Internet to 

artists who are drawn to the more traditional mail art meetings.  De Decker's 

blending of online and offline connections promises a new mix of strategies that 

may work to the creative advantage of correspondence  artists of the 21st century.  

Jean Kusina: mail art is a beach 

Multimedia artist and photographer Jean Kusina contradicts the whole list 

of definitions in Chapter 1 by saying defining mail art has yet to be accomplished. 

… no one has ever been able to develop the perfect, inarguable definition 
of mail art … because its essence encompasses so many activities and 
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beliefs.  Being a mail artist is almost a personality type.  It is chiefly about 
connecting, and the Internet is yet another way to string it all together J. 
Kusina (personal communication, August 9, 2001). 

Kusina's mail art personality type is as at home with digital experiments as she is 

with postcards, letters, and photographs. She uses Internet message boards to find 

mail art exhibits, uses graphic programs to convert photos into digital collages, 

and uses email to deliver messages quickly. At the same time she uses traditional 

mail art methods when she makes postcards, writes letters, carves erasers into 

rubberstamps, makes 3-D mailable sculptures, and travels to mail art gatherings. 

Kusina has been active in mail art and experimental poetry exchanges since 1998. 

Although she has not been in the network for decades like some of the artists in 

this study, Kusina has sent art and poetry to hundreds of exhibitions. And like 

many older networkers, she believes that mail art is not about delivery systems, 

the medium, the products, or the exhibitions; but mail art is about relationships 

with people who have something important to say to one another.  What the artists 

say may take the form of pictures, words, music, performance, or personal 

encounter. Over time, these conversations form the often inspiring relationships 

valued by Kusina and mail artists around the world. 

Unlike Anna Banana who finds many Internet invitations too quick and 

frequent to lead to long-term connections, Kusina actively uses the Internet as a 

source for mail art calls and regularly visits message boards to look for exhibition 

invitations.  She also uses the Yahoo.com calendar's event listing system to keep 

track of all the shows that interest her. She enters details about exhibitions into the 

events scheduler then reorders the shows according to their deadline.  For a 
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correspondence artist, Kusina is a power user of the Internet using it to find 

shows, to manage her mailing lists, and to keep a record of her activity. 

Traditional mail art exhibitions are presented in two forms, first is a local 

public art exhibit to display the art, and second is a catalog, called documentation, 

that includes a list of all participants.  This catalog of the show's contents and 

contributors is sent only to the people who contribute to the exhibit and has been 

an important mechanism for gradually expanding the network. Since the artists 

attracted to each show have an affinity to the show's theme, they are likely to have 

other things in common upon which to base an ongoing exchange.  Kusina 

regards virtual galleries on the Internet as an effective way to  extend the exhibits 

because they reach a wider audience than just the contributors and people who 

can attend the exhibit. Like the traditional printed documentation, the Internet 

galleries often list contributors' contact information, but some web sites list only 

the names, not the addresses. Internet privacy issues complicate putting addresses 

on Web site lists. The number of people likely to read Web-based lists is far 

greater than the people who receive the printed lists because any search for any 

artist will retrieve all the lists of all the shows that contain her work. However, 

Kusina is in favor of displaying contact information and has experienced only 

posit ive results from her expanding contacts J. Kusina (personal communication, 

August 9, 2001). 

In addition to being a network connection, Kusina's computer is a tool to 

compose artworks. She uses graphic programs to manipulate images that she finds 

online, receives in the mail, takes as photographs, and cuts from magazines.  
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Kusina also participates in add-to collages such as one sent via email between her 

and mail artists David Alvey and Dragonfly Dream in which the speed of the 

Internet allowed for a full collaborative project to be realized in one day.  Such a 

quick collaboration is impossible in the postal system. Yet for projects in which a 

printed artwork is more appropriate she prints and mails her works on paper 

through the post. In contrast to mail artists who gather materials into small 

publications to trade for mail received over a period of time, Kusina makes 

individual responses to each artist and to each exhibition.  Her art ranges from 

metal sculpture and hand made books to letters and poems in envelopes and 

emails. For example, she sends mail to Ficus Stangulensis about every two weeks 

in an ongoing conversation that ranges in format as Kusina described in her 

journal: "A funky 3-D box arrived from Ficus Stangulensis.  It makes me think he 

must have gotten that metal fish-shaped thing I sent him."  J. Kusina (personal 

communication, June 12, 2002) 

The price of sending heavy objects such as sculpture and books can add 

up. One factor widening the gap between mail art and Internet networking is the 

rise in postal rates.  Postal rate increase is an old gripe among networkers, but 

prior to the Internet there was no alternative way to avoid price hikes.   

While I believe it is a great thing that Internetworking levels the economic 
playing field and promotes a…diversity of artists, it also saddens me that 
traditional mail art may be diminished simply because artists can no 
longer afford to do it.  It is bewildering that in today's age of technological 
advances, particularly in mechanized mail sorting, that the price of postage 
keeps going up instead of down.  The logical assumption would be that 
these advances would lead to a more productive and cost-efficient system 
J. Kusina (personal communication, August 9, 2001). 
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Kusina sees the Internet emerging as a communications bargain, especially in the 

United States.   

Kusina's direction as an artist is to exceed her personal horizons and gain 

new insight into the artistic process itself, and in doing so she embraces new 

technology and employs digital media. When Kusina reflects on her art 

networking she says, "one thing that rises to the top of the list is to always expect 

the unexpected.  You really never know what the mail will bring--new friends, old 

friends, miniature masterpieces, or just a good laugh.  Mail art is beach combing 

at its finest"  J. Kusina (personal communication, August 9, 2001).  Kunsina 

povides a glimpse of the latest manifestation of a mail art networker. Making art 

whether by hand or by computer, and sending art whether by post or by electronic 

networks, Kusina traverses all the systems as naturally as walking on a beach.  

Carla Cryptic/ Carla Patterson: a subculture, counterculture, and arts 
experience all in one  

Mail artist Carla Cryptic particularizes the ways she uses correspondence 

art to create her own niches in the world: 

- To own myself as an artist 

- To connect with a wider world 

- To share thoughts and feelings with others who might understand or 
appreciate them (especially non-mainstream things) 

- To create and maintain community 

- To break the ice in a new place or with new people 

- To bridge philosophical, racial, gender, and other gaps between people 
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- To celebrate art, creativity, and diversity C. Patterson (personal 
communication, July 12, 2002) 

Cryptic carves her niches using both mail and the Internet. She balances the 

problems and advantages of Internet communication compared to mail art. The 

Internet adds complexity to the systems of mail art by increasing the number of 

connections between people, but the increased network results in the artist's time 

being spent more on networking activities and less on actually making art. 

Mail exchanges predating the Internet first enabled Cryptic to develop her 

sense of correspondence art as an international art realm in which to work. Even 

though she now uses the Internet, she still frequently thinks in the older terms 

associated with traditional mail art:  

If you sent someone mail art in the pre-Internet days, your response 
quotient was about 95%.  So, it has been an interesting phenomenon for 
me to see that, since the arrival of the Internet as a source of calls and 
exchanges, there seems to be a shift in what people are up for in terms of 
responding to unsolicited mail.  In fact the snail art network…is still more 
like what I used to experience all the time.  There is no such thing as 
'unsolicited' because, if you're a mail artist, you are soliciting mail from 
strangers by definition. Part of the thrill is that you never know who you 
are going to get something from or when.  And one of the unwritten rules 
of that environment was that you always responded to everyone who 
wrote to you in some way - a sort of mail art etiquette C. Patterson 
(personal communication, July 7, 2002). 

In spite of the different rhythm of responses, the Internet expanded 

Cryptic's reach in a number of areas. Online conferencing, email, and electronic 

media all add to the number of people of all backgrounds, races, nationalities, and 

lifestyles she meets; she even met her husband through the Internet. The Internet 

is an efficient tool to send out mail art calls in the United States and abroad and to 

look for new mail art calls she did not receive in the mail.  She creates online 
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documentation for shows she initiates as well as creating paper documentation.  

Cryptic also "surfs" the Internet to see what other people's mail art looks like and 

to visit other artists' online shows. Like arto posto on Podigy, Cryptic initiated a 

Cafe Utne online discussion group about correspondence art. Finally, she 

collaborates through the Internet with artists and musicians in other parts of the 

country and the world. 

Cryptic observes a surge in the number of mail art activities as the Internet 

provides more venues. But technological advances can also complicate the lives 

of mail artists by providing the opportunity to produce digital as well as printed 

documentation (which Cryptic calls "docs") for exhibitions: 

I'm starting to fully realize the impact of online connectivity on my mail 
art. One problem is that it adds too many people and steps to the process. I 
can see why people new to mail art are less responsive! There is so much 
more to do--not just paper docs, online docs…. Not only the people you 
can feasibly make contact with, but the people you come across at sites all 
around the world maintained by hundreds of online mail artists. Anyway, 
those are the down sides…when I did mail art totally by mail, with only 
the occasional meeting at a show or by accident, I spent more time making 
art and sending it to people. Now I seem to spend more time networking 
than making or sending out art(!) C. Patterson (personal communication, 
July 12, 2002). 

While acknowledging the source of problems with Internet responsiveness she 

also sees the upsides to using the Internet. The Internet makes it possible for 

artists who can not afford the postage to distribute documentation of shows by 

putting digitized images on web pages on free website services.  

Groups of online people encourage Cryptic's wide range of interests, and 

consequently she feels less isolated as both an artist and a person with social and 

political goals.   
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The net has made it possible for …mail artists like myself [to create] an 
international network of artists outside the gallery system…. It has also 
helped more people who don't see themselves as artists make art and fulfill 
that part of their genetic heritage.  I see art as a gift being human has 
bestowed upon us and I like to see that gift used and appreciated and 
shared in every possible form C. Patterson (personal communication, July 
12, 2002). 

As a correspondence art evangelist Cryptic wants others to feel creative surges as 

an effect of being plugged into the network. Although she has successfully 

reached out to many creative people, she is not always successful selling 

correspondence art as an experience that fits everyone's ideas of networking and 

communication. For example, she has been trying to get people to realize that 

mail art doesn't have to be visual, instead it can be in the form of a poem, music, 

or performance. She admits however that, "the writers I know won't participate 

because they don't see themselves as 'artists'" C. Patterson (personal 

communication, July 12, 2002). 

Nevertheless, Cryptic continues to incorporate correspondence art into all 

aspects of her life and to incorporate her life into all of her mail art. So the 

invitations she issues grow out of a variety of her passions.  The What do women 

want? show was part of a conference put on by Women's Studies at the University 

of California at Berkeley in connection with preparations for the 1999 Beijing 

Conference on Women. Women at the Millennium was another exhibition Cryptic 

co-sponsored in 2000 with Berkeley. Both of these exhibitions excited people 

who had never heard of correspondence art. Visitors were amazed by the quality 

and quantity of the artwork. They were even more amazed that the artists who 

produced the art were part of a network that was completely uncensored and open 
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to everyone. Hundreds of people came to the opening of the Women's Studies 

shows--many returning more than once so they could see it all.  The traffic on the 

Women's Studies Web site jumped from dozens to hundreds per week for several 

months; and until the exhibition material was taken off the Women's Studies 

server, the mail art continued to be a draw. Cryptic sponsored two other shows, 

Euphemisms for Marriage, the opening of which was at her wedding reception, 

and Mail Art for Mom, which celebrated Cryptic's mother's 75 years as an artist. 

C. Patterson (personal communication, July 12, 2002) 

One main difference between mail art and the Internet is speed. Once you 

are online, with access to a computer and Internet services you can move images 

and data quickly between people. This speed is not always a blessing.   Cryptic 

recalls a difficult shift in the pace of her life when she started doing mail art on 

the Internet: 

When I was pen-palling and doing mail art by snail mail only, there was a 
more organic pace to my life.  I didn't feel like I was being left out of 
anything or that there were way more things than I could participate 
in….On the other hand, it's fantastic to be able to put up a mail art call in a 
few minutes on the net, at no additional cost beyond the initial cost of 
being online in the first place, and see mail art start arriving within a 
couple of days C. Patterson (personal communication, July 12, 2002). 

The shift to Internet-based projects also made it possible for people 

building Web sites to include images of all the work received for a call.  Creating 

a full color catalog including all participants is too costly for most mail artists to 

print and mail.  Cryptic appreciates the Internet because it enables her to see more 

examples of work. 

It's also great to see more of the art people make for a show--because of 
the cost of sending catalogs …, most people would only send lists of 
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names and addresses of participants. Quite understandably!  But, with the 
advent of online publishing, comes the chance to see the art that goes with 
the pseudonyms and that's priceless C. Patterson (personal 
communication, July 12, 2002). 

Overall, Cryptic sees problems as well as advantages to Internet 

communication compared to traditional mail art.  She is enthusiastic about both 

networks and uses each to its unique advantages to fully integrate art into all 

aspects of her daily life.  Although the Internet adds complexity to the systems of 

correspondence art by increasing the number of possibilities, there is also more 

mail art that you can find via the Internet. An artist's time may be spent more on 

networking and research activities using the Internet and less on actually making 

art, but the artist must find her own balance between the values of traditional 

mailing and digital ways to make and send art. 

Reine Shad : Mecca for French mail art 

The Reine Shad Factory is the largest French- language Web site dedicated 

to mail art. The Web site is created by artist Reine Shad who says, "I…try to 

collect as many [Web] pages in French as I can. The best gift someone can give 

me? Give me translated pages!" R. Shad (personal communication, June 27, 

2001). Reine Shad is committed to providing as much mail art information in 

French as possible: 

The Internet is more of an information tool than a tool of creation…. The 
Internet lets me establish contacts, to inform, in addition to exchanges that 
come about by traditional mail. In France, pages are dispersed, and my site 
is the first to do a little bit of bringing it all together R. Shad (personal 
communication, June 27, 2001). 
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Reine Shad provides interactive opportunities that invite immediate 

participation including a mailing list sign up form, an address book of artists 

interested in exchanging mail, contact information for participants of shows 

sponsored by Reine Shad, a downloadable program to automate the creation of 

artistamps, patterns for fold-your-own envelopes, a link to a teachers' portal with 

information on student mail art projects, and a link to a French message board. 

The art history offerings include: an introduction to mail art; a history of the 

postcard; frequently asked mail art questions (FAQ); an explanation of how to 

participate in mail art projects; a passionate manifesto by Joel Hubaut; 

philosophical meditations on mail exchanges by Guy Bleus and Daniel Daligand; 

a history of stickers, stamp art, and stamps; an article on the Futurists' uses of the 

postal communications by Vittorio Baccelli; and several essays on Ray Johnson. 

The center section contains a concise description of mail art, a link to a French 

mail art book on Amazon.com, links to interviews with French mail artists, a link 

to a project from young people in the Educational Center of Lux, links to the work 

of two featured artists, and a form to join the mailing list. By combining all these 

ingredients, Reine Shad offers a full-service correspondence art Web site to 

French-speaking participants. 

Reine Shad also provides a guide to teachers who want to incorporate mail 

art into their curriculum. She publishes lesson plans, photos of students creating 

artworks, and finished pieces from the year- long project that she organized with 

the Education Center of Lux. The teachers' section provides all the information 
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necessary for teachers anywhere in the world to implement a similar project by 

including the following proposal: 

The class "art postal" proposes to allow pupils to organize a project of 
postal art on the topic of … Respect throughout the school year. It includes 
a call for international and national works on this topic. Each pupil will 
choose one or more interlocutors (French or foreign artists, postal artists of 
all cultures, or even [fictitious or legendary] characters.... (example: to 
write to the Mona Lisa...)  

Objectives:  

- To facilitate social bonds [and] exchanges….  

- To connect pupils with people of different cultures and countries, and 
also with local contacts.  

To provide a "discussion thread" to support students’ interest in their 
school subjects [Shad, 2002 #237]. 

Examples of the student work and photographs of the exhibition document the 

completed project.  

Although enthusiastic in her outreach to include students and teachers, 

Reine Shad is concerned about the addition of the Internet to the social and 

economic dynamics of mail art systems. Mail art has been based on a relatively 

cheap and readily available postal system; the addition of Internet technologies 

into the network both expands and restricts new members. 

…the idea of the netting of networks connects groups of artists who 
exchange mail…. Groups write between each other, circles open and close 
at the same time. In certain countries the Internet’s far from being 
everywhere. Really, it’s just the business of wealthy countries. The 
Internet--it’s a group of fat white people! R. Shad (personal 
communication, June 27, 2001) 

All in all, Reine Shad uses the Internet to educate both students and 

teachers about correspondence art. By providing a French message board and 
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exhibition listings, she also connects French-speaking artists to projects and to 

each other. Reine Shad's collection of French correspondence art writings in a 

centralized location is also important to English-speaking artists because the texts 

can be quickly, though roughly, translated by automated translation. Reine Shad 

combines her artistic and teaching skills to create an important resource on the 

Internet and to spread understanding of educational, theoretical, and aesthetic 

aspects of mail art. 

Rain Rein Nevermind: online auction action  

One of the most unique artists presented in this research is Rain Rein 

Nevermind. Nevermind is a punster mail artist who wrote "The love of money i$ 

the root of all evil. Art is love in action, o, I thought you $aid 'auction'" R. 

Nevermind (personal communication, June 1, 2002). 

After sending Rain Rien Nevermind a version of the Bat Tub similar to the 

image in Figure 1, Chapter 1 I received an email from him with the statement, "I 

just finished taking a bath with you on eBay."  
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Illustration 10:  Rain Rien Nevermind's auction sale 

"The bath" in the email refers to a suite of six graphics on 

www.ebay.com's Internet auction site.  The collage incorporates the Bat Tub that I 

sent him (Figure 1 in Chapter 1). In Rain Rien Nevermind's collage the Bat Tub is 

floating over a background of a Joan Miro painting. I sent the Bat Tub picture as a 

postcard to Rain Rien Nevermind; his bath email announced that my image, in its 

new form, was up for auction.  The Bat Tub collage also contains an antique Dr. 

Baxter's Bitters bottle on the left of the Miro background, a title page of "What 

Every Woman Knows," and two copies of a chair painting by Vincent Van Gogh 

in the upper right hand corner. An arrow pointing to the two chairs extends from 

the term "Research. period" along the right side of the collage. One of the other 

images in the suite shows a close up of the chair painting with a slab of fat on the 

seat and the term "have a suet" referring to both to the Van Gogh chair and to 

artist Joseph Beuys' uses of fat. This example illustrates how Rain Rien 

Nevermind's work packs puns, recycled graphics, and references to a variety of 

artists, past and present, into images that he offers for auction. Rain Rien 

Nevermind also uses the auctions' description space to publish elaborate sales 

pitches, that in concert with the graphics, may be interpreted as visual poetry. 

Following a Rain Rien Nevermind auction and trying to second-guess his 

meanings, references, and sources can be a puzzling pastime. If you contact him 

you are likely to become one of those sources yourself, a process that may 

provide personal insight into his interactive and provocative processes. Rain Rien 

Nevermind uses the description space of the auction interface as an integral part 
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of his artwork. His multiple allusions and pun-riddled writing style is illustrated 

by the following description for the Bat Tub incorporating suite called or There 

Better be a Real Title on this Thing, Ebay auction Item # 2107090248 offered for 

sale from May 25, 2002 to June 1, 2002. 

Time again for another RIENRAIN Auction, the Auctions where the 
ITEM DESCRIPTION is an actual item being auctioned with the six 8 x 
10 or 7 x 5 or 6 x 4 inch items, whatever.… “HAVE A SUET” is a Visual 
Pun about the Johseph Beuys Club and Thensit Van Gooey it requires 
honoria research and developmint. …Caution: Objects in the Miro may 
appear closer than they actually are smaller; features “That’s not even a 
real Mirror” however that is a real child’s drawer-ring where the hands 
and feet become the Sun. And naturally honoria and her Cisterns take a 
bath in very mild HOT SAUCE. Did anyone notice that she sent Lily Pads 
at the same time I sent Leap Frogs? And John Lilly did not even make a 
splash in the eye of the hurricane, okay, there was really supposed to be 
another image here of Bathsheba, you know the Rim-brat with the letter in 
her hand. How long has this corres-sponge thing been going on anyway 
(R. Nevermind, www.ebay.com item # 2107090248 accessed May 28, 
2002)? 

Rain Rien Nevermind's writing together with the visuals tie various 

threads together in a way that is often hard to unravel. 

William S. Wilson purchased some of Rain Rien Nevermind's work. 

Wilson concentrates his analytical and critical focus on Rain Rien Nevermind's 

prose: 

… when Rain inserts his prose into the salesmanship writing at eBay, then 
the significance of his prose emerges from its contrast with the 
persuasiveness of verbal manipulations, so that the function, in that 
specific context, generates meanings.  Those meanings might be 
supplemented by explicating individual references … but explication isn't 
necessary to the function, the contrast of his prose to the prose used to sell 
commodities by auction as a form of entertainment.  Rain, if he is 
succeeding, has managed the great maneuver: he has gone into the 
badlands of commercial entertainment, which has no necessary relation to 
truth, and he has constructed art that can't be commercialized  (and which 
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might shrivel in the pitiless light of publicity).  His art has moral themes, 
for he offers an experience that can't be bought, that is, he offers a process 
in which a person can participate, rather than a product that can be 
collected.  And if the person participates, then the moral should be clear: 
that improvised and novel experiences within evanescent events, call them 
"evaporations" or "little nothings," are preferable to saleable commodities 
because the processes, transitory and ephemeral, are true to our existence, 
our predicament within a process of life that ultimately has no enduring 
product W.S. Wilson (personal communication, May 22, 2002). 

Wilson's appreciation of Rain Rien Nevermind's work provides a reading of the 

auction items as transitory interactive installations. 

Rain Rien Nevermind's mischievous use of online auctions as a 

distribution system for his writings and animated collages is an exciting new 

move in mail art because it subverts two systems at once: it undermines the online 

auction system, and it questions the no-money rule of the mail art system. 

Rain Rien Nevermind juggles online auction options in ways that recall 

the time when mail artists first adopted the postal system to distribute work and to 

challenge its limitations at the same time. For example, Rain Rien Nevermind 

both uses and challenges the online auctions' pricing structure. He sets the starting 

price of many of his digital collages for the price of a first class stamp or even 

less.  The bidding range is from 13 cents to $127 for a piece, but he distributes 

work to selected bidders, even if they aren't the highest bidder.  Another aspect of 

the Internet auction process that he brings into focus is the fleeting availability of 

his work to anyone. Auctions offer international publishing that evaporates from 

view, yet it can be downloaded and saved. It's online for a week or two, it's in the 

auction site's database for 30 days, then it disappears unless you either buy it or 

download it.  
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In addition to temporary publication of his work, Rain Rien Nevermind 

uses auction sites to tease the no-money rule of mail art networking. In the mid-

1980s Lon Spiegelman declared that "mail art and money don't mix," and the 

statement has become a standard aphorism in mail art. It is considered the basis of 

one of the three recognized mail art rules: 1) mail art is not to be sold, 2) there are 

no juries to an exhibition, and 3) documentation is always sent to all participants.  

Many mail artists believe that the no-money rule is one of the foundational 

precepts of the movement and should never be violated.  Although the graphic 

files can be downloaded to a computer for free, Rain Rien Nevermind subverts the 

no-money rule in mail art by offering printouts of his digital collages through 

money-based auctions.  

An actual package from Rain Rien Nevermind holds surprises of loose 

materials combining multiple references. I sent Rain Rien Nevermind his asking 

price, 13 pennies; he sent me a priority mail box that cost $3.95 to mail. The box 

contained computer printouts of all six images, 16 other pages of printed graphics, 

a roll of Necco candies, and a blown glass duck. Obviously Rain Rien 

Nevermind's profit from auction interactions is not in terms of money.  He profits 

by making connections to an audience who, perhaps searching for the term "Ray 

Johnson," is likely to appreciate his pixels and nothings and his mailed boxes of 

layered meanings reaching back into Ray Johnson's aesthetic subversions. Rain 

Rien Nevermind wrote that his "Average net lo$$ on eBay @ $200.00 monthly. 

Average ART GAIN = PRICELE$$" R.R. Nevermind (personal communication, 

June 1, 2002). One of Rain Rien Nevermind's aims may be to continue to build 
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upon the beginnings of mail art without getting stuck in the ruts of anyone else's 

rules--certainly not mail art's sacred rule that "mail art and money don't mix," or 

the rules of online auctions either.   

Rain Rien Nevermind is beginning to find both receptive and non-

receptive audiences in communities of online mail artists.  Mail artist, Kiyotei, 

considers Rain Rien Nevermind's Ray Johnson imagery derivative and old 

fashioned. Kiyotei noted that a more aggressively creative use of the online 

auction space by a mail artist was when mail artist Scientist Sam himself was 

auctioned as eBay item#559177986 and purchased in March 2001.  

In summary, Rain Rien Nevermind is an artist who springboards from 

mail art history onto the Internet with defiant vigor; he defies rules, draws buyers 

into his creative process, and creates intermedia mayhem. Rain Rien Nevermind's 

one-week-at-a-time auction installations recall the provocative manner in which 

Ray Johnson first used the postal systems to send puns, lists, invitations to 

nothings, contact addresses, collages, and drawings. Rain Rien Nevermind 

understands details of mail art history; he uses what he wants and ignores the rest. 

The uses both the Internet and from correspondence art forms to forge new ways 

to work outside of the online auction system, the correspondence art system, and 

the money system. Rain Rien Nevermind's graphic and text performances, 

presented as online auctions, point to unlikely web opportunities for other mail 

artists to distribute original work and, at the same time, to play with evolving 

Internet conventions as previous generations of mail artists once played with 

postal conventions.   
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Andrej Tisma: Internet was fatal to my mail art  

"After mail-art comes e-mail-art. Their essences are the same, just [the] 

communication means are different" A. Tisma (personal communication, October 

29,2001). 

Tisma's philosophy of mail art is a spiritual quest.  Tisma feels that the 

personal contacts, meetings, joint actions, and collaborative performance of mail 

art in the 1980s combine into a trend toward a future mental and spiritual art 

based on "the coordination of minds" (Tisma, 1989).  Tisma's performances, 

called (spi)rituals, or rituals of spiritual exchange, are immaterial communications 

made to awaken a consciousness of humankind's mutual dependence, potentiate 

individual freedom, promote equality between individuals, and to extend 

creativity.  In 1989 Tisma described the Correspondence Art Network as a 

unifying spiritual space: 

The Network cons ists of…thousands of mail artists all over the world with 
their visual, verbal, and sound messages permanently circulating around 
the planet Earth. That Network, which is essentially a spiritual product, is 
a unique spiritual sculpture surrounding the Earth, a collective 
achievement of Mail Artists. I think that this way of artistic behavior is the 
best answer to the well known problems of man's alienation and of the 
political, racial and social divisions of the world, which are all surmounted 
through Mail Art. It has already penetrated to all the continents, being the 
foundation for a new, planetary culture (Tisma, 1989). 

(Spi)rituals work with human psyche as artistic material with the intent to create 

an internal transformation of the artist and the audience (Tisma, 2002).  From this 

spiritual perspective, Tisma experimented with electronic networks. Internet 

communications had a dramatic effect on his correspondence art activity:  
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…it was fatal, I stopped making mail-art since I got a PC and modem link 
to the Internet and e-mail in 1996. It is much faster, cleaner (no anthrax), 
without stocks of paper and other materials, it gives much more technical 
means of expression. It is non-material what I like very much because it is 
closer to ideals of the conceptual art. I am working for years exclusively in 
the Internet, and I never visited the Post-office since 1996 except for 
paying some bills or sending official forms. No…connection with (Mail, ) 
art and snail-mail in my life today A. Tisma (personal communication, 
October 29, 2001). 

Tisma dropped out of the mail distribution system of correspondence art because 

he believes that Internet communication is not only more efficient than snail-mail, 

it is much closer to the idea of telepathy and teleportation, two of Tisma's dreams 

for the future of networking.  Face-to-face communications, known as "tourism" 

in mail art culture, is when two or more networkers meet in the spirit of 

networking. Tisma explains the connection between the Internet, tourism and 

teleportation. 

…living beings still are much faster computer system than PCs, so Internet 
is just a next phase in getting closer to abilities of a natural living 
organisms through electronic means…. But I still evaluate the natural 
being and its capabilities for communication more than computer. So I still 
think the personal meeting is the best communication and teleportation is 
the solution for better Tourism A. Tisma (personal communication, 
October 29, 2001).  

In spite of the Internet being a step toward ideal communication in the form of 

telepathy, the world has a long way to go to reach a peaceful spiritual wholeness.  

Tisma's Internet work features some spiritual pieces but the majority of his Net art 

is highly political. 

…in my Internet art I am …criticizing that aspect of the media, and I am 
involving emotions in my works very often. Also I try to be very direct 
and hyper real so I am dealing with politics, wars, weapons, pornography, 
ecology which is all very real. I could say more real than I could make it 
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in mail-art. Because I use established institutions, terms, images from 
media, that look very real, changing their relations, their meaning, 
provoking shock for the viewer. So I am using an illusionistic media in 
very real manner A. Tisma (personal communication, October 29, 2001). 

The effects of the Internet on Andrej Tisma's mail art were the most 

dramatic of all the artists interviewed because  as soon as he had access to the 

Internet he quit creating mail art completely.  He now works in a network of net 

artists who concentrate on new media.  His net art spi(rituals) still aim to bring 

cultural peace even in times of violence. One example Tisma's photo essay on his 

family's experiences during the NATO bombing of their home town of Novi Sad, 

Yugoslavia. His work can be compared to performance artist Linda Montano who 

also does powerful life-art and spiritually-connected performances designed to 

send ripples of spiritual power into a system of war and chaos in order to move 

towards a more humane planetary community. To Tisma the Internet is not 

important in itself, but like mail art, serves as a temporary step to bring about 

global peace, spirituality, and freedom. 

Volker Hammon: Correspondence Art for the Internet era 

As a cultural anthropologist who observes both mail art and net art, Volker 

Hamann applies his analytical  skills to the social dynamics in groups of mail 

artists and net artists. He notes that mail art emerged from an environment of the 

1960s avant garde and originally engaged people who shared an "ideology and 

praxis in which they communicate  to their kind as artists," however, mail art has 

"become a kind of a folk art for relatively few" V. Hamann (personal 

communication, December 8, 2000).  Hamann observes that, unlike the mail art 

network which attracts artists with a certain amount of commonality, Internet 
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communication does not naturally connect like-minded communicators. The 

mixing networks of artists and random communicators on the Internet has 

profound influences on the Mail Art Network.  Hamann reflects upon the effects 

of these random communications: 

I hardly can call it mail art anymore… I am interested in hidden and 
undercover messages, communications in morphic fields and relations 
between the microcultures of small groups and their macrocultural 
differences, a tension which one can find for example in international 
artist exchange projects. In other words, I use my thoughts about 
networking art in forms which mostly do not look like mailart anymore, 
even not like art V. Hamann (personal communication, December 8, 
2000). 

There are networks of artists for analog works, such as traditional mail art, 

and other networks of artists for digital art.  Of course, the networks are not 

mutually exclusive and Hamann offers a list of what mail art and Internet 

communications have in common and points out comparisons: 

1. Each has a physical structure, uses energy which needs to be paid, needs 
people who do the service 

2. Virtuality (of different kind and degree) 

3. Media communication  

4. A tendency to spread nodes globally, less in the regions in which people have 
more existential problems 

5. Possible anonymity and the possibility to create artificial personalities  

6. Possible creative exchange 

7. A chance for networking agents to benefit from strategic communication 

8. Possible exploitation of the communication, advertence, information and 
creativity of many for the benefit of relatively few    
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9. Different degrees of social and sensual deprivation 

10. Phantasmas and ideologies about human warmth, beautiful work in virtual 
groups or beneficial mutual exchanges - also possible successful switches to 
analog personal relations.  Like in love letters between partners who never 
physically meet, both media are ideal for the eternal never- fulfilled promise 
V. Hamann (personal communication, December 8, 2000). 

Hamann's list was created from his perspective of a social scientist as well as a 

participant in correspondence art. Hamann argues that although the Internet and 

mail art share many components, the term "correspondence art" is a more 

appropriate name for the expanding universe of contemporary mail art. He 

reasons that the name "correspondence art" connects basic mail art concepts to 

networking art events. These events are transpiring in a larger and more diverse 

social and technological environment than the postal-based mail art network.  

Hamann believes that web art bears more potential as a unique contemporary art 

than mail art: "If mail artists really want to be influential in the contemporary art 

world, they should rethink what they are doing and develop an 'Intermedia 

Networking Art'. …then they can continue their special group spirit V. Hamann 

(personal communication, December 8, 2000). The trends in Hamann's list, pulled 

from his experiences as a mail artist, as a net artist, and as a social scientist, build 

a picture of contemporary mail art.   

Like with all the other interviewees, there is a lot more to Volker 

Hammon's Net art than I can go into. I use Hammon and his list to close this 

collage of essays because his list wraps up some of the trends that I also found in 

the data.   
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TRENDS IN THE INTERVIEW DATA 

This collage of artists' interviews reveals individual as well as collective 

changes in the Correspondence Art Network. In 1995 Ruud Janssen felt that 

networked computers might cause unknown effects as artists invent new online 

networking strategies while retaining traditions of offline exchanges. Janssen's 

interview questions in chapter 3 brought into focus issues that are still important 

as the Internet expands and affects more groups of people. Before the Internet can 

become a seamless addition to the group culture, the group must first learn how 

digital communications work, how their own community fits in, and how the 

Internet affects their own ways of doing things; the correspondence art 

community is going through these transitions.  Since mail artists already have a 

30-year international multimedia network, their insights point to specific areas in 

which conflicts arise and solutions are found. These 1999-2001 interviews follow 

up on Janssen's inquiry and reveal a number of major themes that are important to 

the correspondence art community: 

1. Expanding size: changes in numbers of contacts and exhibitions 

2. Speed: the paradox that electronic communication actually takes more time 

3. Politics: questions of democratic ideals, economics, and access 

4. Networks: intersecting other networks  

5. Publishing: original source materials for education and research 

6. Archives: organizing, making available, and marketing 

7. Collective achievement: a pulsating spiritual sculpture  

8. Future: the global art of tomorrow 
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Expanding size  

Many correspondence artists view the Internet as an extension of the Mail 

Art Network. Some artists like Banana feel that the Internet is an aggressive 

extension that imposes a flood of related and unrelated information into electronic 

mail boxes. Others like Kusina, Cryptic, and Dragonfly Dream view mail art and 

the Internet as parallel systems, each network equipped with unique as well as 

overlapping attributes. Whether artists view the Internet as an extension of 

correspondence art or as another network system all together, they agree that the 

Internet inflates the number of people involved in their mail art world. Contacts 

increase as new correspondence artists join message boards, publish mail art web 

sites, and post exhibition invitations. Artists looking for calls find hundreds on the 

Internet compared to the single invitations sent to individual artists, or several 

dozen posted in issues of the mail art zines such as Open World and Umbrella.  

The combination of the number of mail artists one “meets” on the Internet and the 

number of mail art calls an active mail artist can find online adds up to a 

significant increase in the size of any given correspondence artist’s personal 

experience of the network.  The effect is that Internet artists experience a more 

densely populated network filled with opportunities to show their work and 

receive work from others. On the other hand, a networking artist can only 

reasonably exchange art and ideas with a limited number of people.  Thus, many 

mail artists are experiencing the stress of a rapidly expanding network. 
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Paradox of speed  

The Information Age put the pedal to the metal on Industrial society. The 

information highway moves at an accelerating speed, causing reliance upon quick 

turn-arounds. The seduction of the Internet for mail artists is to be in more places, 

and in more simultaneous contexts than ever before. While correspondence artists 

open as many windows to the world as possible, the increased opportunity to 

exchange ideas in a faster global swap ironically leads to an artistic pace that "eats 

up" more time. Cryptic and other artists talk about how the Internet demands 

more time in spite of the fact that the actual exchange of art occurs faster. Digital 

artists thrive on spontaneous choices and quick responses.  Traditional mail artists 

stretch out time and distance in a contemplative correspon(dance) in which 

creative acts can evolve slowly and with consideration.  Thus, the overlapping of 

digital and mail art networking offers spontaneous choices and contemplative 

spaces at the same time. Consider the difference between surfing compared to 

Kusina's beach combing view of mail art? Conflicts caused by the increased 

speeds are relative and temporary because all kinds of information are picking up 

the pace. Mail artists will have to come to terms with the time-zapping seduction 

of being online, as described by Cryptic.  More connections and less art-making; 

or more art-making and fewer connections? These new artistic questions are 

brought into sharp focus by mail artists’ participation in Internet mail art. 

Politics of access 

At the birth of the New York Correspondence School, the post office was 

readily accepted as a distribution system for art by the growing number of 
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participant artists.  To the surprise of the early Internet adopters, there was no 

comparative trend by correspondence artists to jump into the Internet. The post 

office, a cheap means of distribution available in most countries, is a system that 

appeals to the democratic ideals of correspondence art. The post office also has a 

long history in art, from Van Gogh’s letters to Futurists' postcards. Given this 

historical precedence and international availability, artists find it natural to 

distribute their art on paper through the mail.  By adding a stamp and an address, 

artists easily use and transport paper to other artists and exhibitions. Of course, 

mail artists who routinely send bulky items at international rates use other 

materials besides paper and are more affected by the rising cost of postage.  

In the 1980s and early 1990s, the Internet imposed economic, technical, 

educational, and infrastructure barriers to entry even as it expanded the 

connections between mail artists and new people. Postage seems cheap to artists 

who do not have a computer or who may have access to computers only at work. 

In contrast, postage seems relatively expensive to people who routinely use 

networked computers. Computers are growing less expensive and are becoming 

more saturated in society and, as the Internet becomes more available, the relative 

costs between postal delivery and Internet delivery is equalizing.  The final barrier 

is that artists have to be as comfortable with technology as they are with paper 

and art supplies before the Internet is a natural medium for them.  As the Internet 

gets cheaper and extends to more places, and as postage continues to rise, issues 

of postal delivery versus Internet delivery will shift from the economic to the 

aesthetic.  As we have already seen in the interviews with Kusina, Cryptic and 
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others, more networking artists will use both mail and Internet as distribution 

channels for art. As computers become available to more people throughout the 

world, it is likely that mail artists will eventually use technology tools as naturally 

as paper and ink.   

Networks intersecting networks   

Correspondence art radiated from Ray Johnson's New York 

Correspondence School, the seed in the small garden of the 1960s avant garde 

that grew into a global art network. Artists were interviewed for this study 

because they belong to this correspondence art network. But as Shad and Hamann 

indicate, the mail art network is intersected by other networks: teachers' networks, 

groups of net artists, and collectives of hobbyists.  The academic world is yet 

another network that is beginning to influence the mail art network because a few 

academics are now researching aspects of mail art. Michael Lumb wrote a history 

of correspondence art, Mail Art 1955 to 1995: Democratic art as social sculpture. 

Craig Saper recently published a book called Networking Art. Stephen Perkins is 

completing a dissertation on Alternative Networks and Artists' Periodicals 1963-

77.  Say something about Geza…Stephen Perkins and Michael Lumb both write 

from the perspective of participant observers. (say something about Craig and 

wrap up this paragraph) These writings help to define the Correspondence Art 

Network to the academic community but we know that the shifting nature and 

diverse history of correspondence art will provide more areas of research for a 

long time to come. 
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Mail art has been a fairly isolated network because barriers exist between 

mail art and both the art world and public interest. If correspondence  art involved 

money its network would have lost its core identity of free exchange long ago.  In 

the absence of cash value, the only competition is fame within the network. Mail 

artists' rivalry is rather mild compared to the rivalry for space in museums and 

galleries, for critical attention, and for limited humanities grant resources. The 

low-rivalry in mail art encourages enthusiastic participation.  Artists feel free to 

experiment in many media, explore a wide-range of ideas, and represent diverse 

cultures.  Although they are not driven by competition, mail artists do like to see 

their name in the catalogues, and their work online. They search through this 

document to find themselves mentioned. However, if they are not in this research 

report, they know they will be mentioned elsewhere, in other contexts, and that 

the network always values their participation.  

Mail artists' networks collide, overlap, and merge.  RieneShad Factory is a 

vital center of the French mail art network. At the same time, she connects 

teachers' networks to correspondence art.  Dragonfly Dream's networks ripple 

from her Koi network and links to breast cancer, tatooing, World War II planes, 

as well as mail art. These examples show the Internet as a more complex 

autobiographical canvas enabling artists to publish the multifaceted nature of their 

lives.  An artist's Web presence has the potential to be more complete than their 

presence in specialized mail art zines or in exchanges of envelopes.  Although 

personal meetings facilitate an even deeper understanding between artists, the 

Web can provide representations of the overlapping networks in an artist's life.  
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When artists publish their own Web sites, they are in control of the element s used 

to depict all of their passions.   

Publishing 

As the next generation of correspondence artists flow into the system from 

the Internet, correspondence art is being redefined. Thousands of mail art pieces 

are turned into digital images. The art work is posted in online galleries. New 

writings compare mail art and the Internet. Art historical texts and new essays are 

published online.  People discuss mail art on message boards leaving written 

records of the generations of mail artists interacting with each other as well as 

with non-mail artists. Ever-expanding combinations of art and information are 

provided by these online histories, conversations in progress, and more examples 

of mail art than previous generations could ever access.  Members of the new 

generation are using this information to create their own construction of mail art. 

They publish their own Web galleries, express their perceptions of the old 

systems, and make contributions to the new systems. 

A result of publishing online is that new names for old mail art concepts 

are evolving. For example, both Graphomail and 1,000 Journals are new names 

for online projects that are mirror images of older correspondence art projects. 

Graphomail is devoted to any graphically altered mail. 1,000 Journals is an add-

to-and-send project with 1,000 separate journals sent to participants who sign up 

on a Web form.  Livejournal.com intertwines original artists' work on its message 

board realizing an ideal envisioned by Mark Block in 1990. Some correspondence 

projects facilitated by online communities are entirely independent of the 



 125 

Correspondence Art Network. For example, Nervousness.org offers group 

exchanges of LMAOs or Land Mail Art Objects that are sent to anyone who signs 

up. The objects are returned to the ir original owners after cycling through the list 

of interested collaborators. As the total content of mail art on the Web grows and 

includes more innovations by digital networkers, the recognizable aesthetics of 

correspondence art will change. 

Archives 

One of the primary threats to mail artists is that the vitality of their 

networking art experience as distilled in their collections, will be lost when they 

die. Without money as a valuing force, thousands of mail art archives found in 

studios, closets, and garages will be tossed out of dead networkers' homes.  Heirs 

have no way to value mail art because it has been flying under the art market 

radar for generations. Unless the mail artist maintains a neatly organized 

collection, mail art usually looks unattractively messy. The casual look of mail art 

archives and its uninsurable value will cause hundreds and even thousands of mail 

art archives to disappear over the next generation.  

Correspondence  artists have served the functions of authors, critics, 

audiences, and collectors for their own art movement for generations with only 

rare interest from outside curators and institutions. Older mail artists feel the 

weight of their lifelong activities. These artists believe the artworks they have 

valued and saved should be preserved for the future. Electronic formats offer an 

opportunity for mail artists themselves to digitize their collections and make them 

available over the Internet for research and appreciation by other mail artists.  By 
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publishing exhibitions and  writings on the Internet, correspondence artists hope to 

ensure that their mail art will be preserved after they themselves are gone. Of 

course, the security of individual web galleries is also in the hands of the heirs to 

maintain payment to the artist's Internet service provider. The archives of mail art 

around the world are in a precarious position, and the next generation is about to 

inherit them whether they value them or not. 

Geert De Decker has a strong commitment to publishing a complete web-

based database to his archive as a way to attract a research institution to house the 

collection.  John Held Jr. has begun to publish his archive contents on his Web 

site too.  Because some archives are already in the collections of research 

institutions, a representative bit of mail art is securely housed for the future. As 

technology changes the institutions will go through subsequent evaluation of their 

delivery of digitized objects to the public. The digital formatting of mail art may 

be a way to secure a record of archives around the world. Or the digitized objects 

of mail art may be lost in any of the iterations of technological  updates or 

institutional changes in collection focus. There is an urgent need for the collecting 

institutions to engage mail artists themselves  in the analysis and cataloging  of 

the available archives.  Only mail artists understand at the detailed level what 

each archive represents in their own contexts and in the context of the 

Correspondence Art Network. Mail artists' collaboration with research institutions 

will expand the understanding of mail art as a historical art movement, save the 

archives from destruction, and lay the groundwork for the next generation to learn 

about Correspondence Art from its masters. 
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Collective achievement 

Mail artists do not work alone. They depend on other mail artists for 

places to exhibit and for themes to interact with.  They constantly publish each 

other's visual art, poetry, and essays. They do not see exhibitions, publishing, 

building Web sites, and participating in message boards as isolated acts.  All of 

the acts of sending and receiving and documenting are small building blocks of 

the Correspondence Art Network, the Network, or, Netland. Charles Francois 

envisioned the network energized by electronic networks as a big pulsating 

sculpture.  Baroni knows that mail artist are committed to a view of our planet as 

a single netland. Bloch's Internet is a mirror of the mind's great imagination 

machine with infinite possibilities. Tisma's vision of the network is a unique 

spiritual sculpture surrounding the Earth, a collective achievement.  

Correspondence artists see the network that they have built as a whole, as a 

collaboration of gigantic proportions and lofty ideals.  Although the Internet will 

not erode this sculpture in the minds of the artists who built it, will the new 

Internet mail art generation value the global sculpture built of ideals? Based on 

the new forms of correspondence art emerging independent of the historical 

Correspondence Art Network, it seems likely that some new artists will admire 

the network that the older generation built but other new artists will not become 

aware of, or ignore the mail art's global sculpture. New generation of 

correspondence artists will amplify their own ideals to create the next global 

pulsating sculpture of art and interdependence. Will there be commonalities that 

keep the bifurcating networks together as collage pieces of the same picture? 
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Future 

Tisma believes the Internet is a step in progress from the postal to the 

spiritual connection made in face-to-face and telepathic meetings. The natural 

progression from mail to Internet that CrackerJack Kid expected to happen 

quickly is now happening for some artists, but not for others. For some, the low-

tech mail art is going to remain the predominant form of correspondence art well 

into the future.  No one can count the pieces of art exchanged either by postal 

delivery or by email so all we can do is ask the participants about their changing 

experiences in light of their use of the Internet.  These 2001 interviews add a data 

set to Ruud Janssen's 1995 TAM interviews.  A research study about the 

Correspondence Art Network in another 5 years could provide additional 

information to compare with both the 1995 and 2001 interviews.  This future 

research could sketch a trajectory of mail art through the beginnings of the 

Information Age. 

SUMMARY 

The correspondence art movement is always in motion. It flows in a global 

process among other global processes.  Correspondence art is a product of the 

post office, and now it is also a product of the Internet.  This collage of stories of 

individual artists demonstrates that as correspondence art exhibitions ebb and 

flow through connecting systems, international artists continue to evaluate their 

central networking art ideas. The movement of ideas and themes throughout the 

correspondence art community creates bonds and breaks conventions.  

Correspondence art is creative connections finding each other and conversations 
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happening across the world through art making.  Art making will not stop; it is 

central to innumerable people in many cultures. International conversations will 

not stop either.  The art and conversations will clash and converge in years of 

encounters. We read the artists' words in this chapter describing core qualities of 

global connections, cooperative projects, and a feeling of community no matter 

what the means of creation or delivery. In the next chapter we'll see the art works 

that mail artists created on the theme of the effects of the Internet on their 

network.  

Chapter 6 Non-traditional data --the art works tell their story 

In the last chapter, the interviews form a collage of words. In this chapter 

the art works form a collage of images. How can the research collage most 

accurately reflect correspondence art and it's artists? Even though Janssen and the 

zines set a pattern for interviews, many artists are not interested in expressing 

themselves in words. Being a mail artist myself, I know it is easier to attract mail 

art works than to coax interviews out of people whose natural medium is art, not 

writing. So the invitation to the Clashing and Converging exhibition requests 

"images or words" on the theme of the effects of the Internet on the artist's work. 

In contrast to the 38 interviews I was able to obtain, 147 graphical pieces of mail 

arrived to illustrate the themes of the inquiry. The exact number of entries is 

impossible to pin down because it is hard to decide exactly which pieces of mail 

art are sent to the show, and which works are sent from random access to my 

contact information. A list of the contributors appears in appendix x. I selected a 

sample of 18 to illustrate a wide range of trends in this chapter.  Some artists send 
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work that illustrates contrasts between Internet and mail art, while others illustrate 

similarities or took a neutral stance.  The 18 examples of mail art chosen for this 

chapter represent art works in collage, visual poetry, acrylic and watercolor 

painting, computer graphics, repurposed commercial art, a meeting, and a 

performance.  These works not only cover a range of media, but also a range of 

messages from practical and realistic to experimental and poetic. 

Museum art shows with framed, carefully selected art and curator-written 

guides can be untouchable and intellectual events compared to correspondence art 

exhibitions.  Correspondence art show are always unedited. This reflects the 

movement's non-jury rule and the democratic appreciation of all works sent to a 

show.  In the Clashing and Converging show, the work is clipped to long ribbons 

hanging from the overhead lighting grid of the Advanced Communication 

Technologies Laboratory at the University of Texas in a television studio turned 

into a performance space with computers glowing along the perimeter.  The light 

is low and the ribbons flutter as people pass between the floating art works 

picking up examples to look at and letting them fall back into their suspended 

place.  The art in a correspondence art exhibit is never framed and the works are 

meant to be handled. Another common correspondence art exhibition technique is 

to pin the art to bulletin boards hung in coffee houses, homes, or studios.  A key 

to a good installation of mail art is easy access to the both sides of postcards and 

the inclusion of envelopes with their contents and return addresses. There is a tacit 

invitation for the visitors to the exhibition to continue the creativity by mailing 

something back to contributing artists and become a part of the system.  
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Correspondence artists believe that only by doing mail art can one appreciate mail 

art.  In addition mail art exhibitions may also include an interactive performance 

in which people make mail art and send it out right from the location of the 

exhibition.  The following pieces of mailed art works are responses to my request 

for images on the theme of the effects of the Internet on their network. 

 

AUNTIE FRIEZE,  USA 

 

Illustration 11: Acrylic painting on canvas board sent as postcard. 6 x 8 inches 

Auntie Frieze sends an unprotected acrylic painting on a six-by-eight- inch 

canvasboard. The artist adds postage and address to the back of the painting and 

sends it through the post like a postcard.  A central triangle that rests on a long 

rectangle at the base with two smaller triangles filling out the upper corners. A 
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gray triangle in the upper left corner depicts a desktop computer; the upper right 

triangle is a blue background with a subtle grid etched into the paint's surface. A 

picture of Microsoft's founder, Bill Gates, is represented as a postage stamp being 

licked by a disembodied tongue in the central green triangle.  Three phrases are 

rubber stamped onto the painted surface: "Auntie Frieze" is stamped at an angle 

under the corner with the computer, "lick me" is printed below the tongue and 

next to the portrait of Gates, and "mail vs Internet" appears in the rectangle on the 

lower left.  

In this painting, Auntie Frieze captures a feeling of time and changing 

attitudes in several ways.  First, the painting combines elements from the past, 

such as paint and traditional correspondence art, with elements of the present in 

the imagery of the computer and Gates.  Auntie Frieze invokes an ironic humor 

that is common to both mail art and Internet communications when the artist 

depicts Gates as a postage stamp and uses the painting as a postal comment on 

computerized networks.  Auntie Frieze may feature a Gates stamp because the 

artist feels that Gates has become so powerful that his software may be replacing 

other modes of distribution such as the post office. However, the "lick me" tongue 

may imply that the rough textures and tactile pleasures of mail art will be 

sacrificed in Gates' systems. This postcard on canvas with textures scratched into 

the paint embodies a physicality of mail artworks.  Physicality and tactile qualities 

are recurring themes when mail artists compare traditional mail art with electronic 

correspondence.   
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Auntie Frieze sets up the eternal triangle for the Eternal Network. This 

triangle is a love-hate triangle. Bill Gates is the most powerful person in the world 

of networks, but he is also considered a "square." So the artist gives Gates credit 

as a monarch on the stamp, while at the same time, makes fun of the electronic 

network ruler's obliviousness to the huge tongue. The triangle includes the artist's 

name, Auntie Frieze, who lives in the Silicon Valley of California. The artist puts 

Gates in the center of the mail art triangle, perhaps because, as a ruler of a 

technology empire, he is facilitating the next step of networking.  Is "lick me" a 

tongue-in-cheek challenge to mail artists to determine the role in mail art that the 

Internet will play? Auntie Frieze places computers themselves out of the inner 

triangle, implying that it is not the hardware, but the creativity, the initiative, and 

the visceral nature of contact that are the most meaningful when it comes to 

networking. 
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LUIS ATHOUGUIA, PORTUGAL 

 

Illustration 11:  Watercolor on board 5 7/8 x 5 7/8 inches, 14.8 x 14.8 cm. 

 

Luis Athouguia from Portugal contributes a watercolor painting on a 

square art board in which the Internet is represented by randomized w's and dots.  

White heavyweight paper is a background for thirty-five multicolored w's. The 

w's, in diverse sizes and facing different directions, float on the surface of the 

paper interspersed with 13 round shapes, or dots. The painting is signed and dated 

"2001" in the lower left hand corner with "Portugal" printed in the lower right.  
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The w's and dots are distinct shapes on the stark background, but within each 

shape the watercolor pigments are allowed to blend and dry in amorphous layers 

of color.  

Communication on the Internet is constrained to technical configurations; 

Internet addresses start with three w's and a period, or dot.  Athouguia expresses 

the limits of these technical addresses by constraining the shapes in his watercolor 

to the forms of w's and dots. At the same time, these regulated addresses can lead 

to an almost infinite variation of content, implied by the depth between the  

smaller w's in the background and the larger w's in the foreground of the picture 

plane.  The random directions of the w's illustrate the idea that the nodes of 

Internet can be navigated in many paths.  The multicolor watercolor inside the 

letter and dot shapes is caused by pigment suspended in water drying in 

unplanned combinations. These combinations mirror the complexity and blending 

of information and art, both in the Correspondence Art Network and on the 

Internet.  The morphing colors inside the constrained w's and dots shapes 

represent the unpredictableness of networking. The cartoonish w's also give a 

light-hearted feel to the overall picture, while the classic art board and watercolor 

method give the painting a fine art feeling. The whole painting dances with 

concepts of combined and contrasted communication.   

What do the two paintings by Auntie Frieze and Athouguia say about 

correspondence art and the Internet?  These two works are from artists who are 

probably comfortable using both forms of communication, but they choose paint 

to express the tension that exists between paint and digital forms. Both these 
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paintings project a feeling of joyful manipulation of traditional paints to explore 

the limits and dynamics of digital networking.  

 

JOHN M. BENNETT, USA 

 

Illustration12: Post card 4 1/4 x 5 1/2 inches, 11 x 13.9 cm 

Many mail artists are visual poets, and many poets use the mail to 

distribute their work. Visual poets organize poems according to graphic or sound 

criteria. By integrating words and images these poets use combinations of the 

verbal and non-verbal to extend a poem's possibilities for interpretation and 
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appreciation. A number of the art works sent to Clashing and Converging are 

examples of visual poetry. John Bennett sends a visual poem in the form of a 

white post card with black spindly calligraphy covering one side. The black 

lettering forms nine 3-word lines of rhyming words:  

Mail net art 

Male yet fart 

Pale s@t dart 

Bale pet parts 

Shale shed cart 

Dale dead mart 

Rail red smarts 

Jail bread harts 

Hail bled hearts 

Bennett signs the postcard at the bottom left and dates it 6.26.01 on the 

right.  The words form a decorative wavy pattern across the surface because each 

letter is made of irregular strokes, and all of the s's are written backwards.  

Bennett's distinctive calligraphy emphasizes the hand-drawn quality of the words; 

the words also create an abstract movement that flows down and across the card. 

The columns of words rhyme as they squiggle on the page.  

 The opening line, "Mail net art" addresses the theme of this research.  

From the top line, one or two letter differences in each word change the meaning 

of the lines, a poetic strategy that encourages readers to read down the lines as 

well as across.  The grid invites the reader to extend variations beyond the lines of 
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words by making his or her own rhymes. An interactive response to this visual 

poetry grid leads to expanding means of expression that float out of the medium 

and recombine in the reader's mind. 

 

KEIICHI NAKAMURA, JAPAN 

 

Illusration11: drawing enclosed in envelope with collaboration zine 3 x 5 inches 

Keichi Nakamura sends an envelope containing a hand drawn card and a 

zine documenting a collaboration between Nakamura in Japan and a Russian 

correspondence artist. The image on the card is a cartoonish yellow lightning bolt 
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that cuts diagonally across a white background. A capital letter X is stamped at 

the lower left end of the lightning and a capital letter Z is at the upper right end.  

The words "only concept" is hand printed beneath the lower arm of the lightning.  

The artist's signature "Keichi" is in the lower right of the card. 

Like other submissions to Clashing and Converging, such as the previous 

example of Bennett's calligraphy and the next example by Kamen Nedev, 

Nakamura 's drawing is a form of visual poetry. The space between the X and the 

Z connected by the lightning bolt and the phrase "only concept" provide a poetic 

space for the reader to visualize many meanings. For example, the electric energy 

of the lightning may represent the speed and power of digital networks.  The X 

and Z created by rubber stamp impressions may represent the correspondence art 

network.  The lightning can act as a stylized letter Y between the X and the Z and 

represent a continuum and connection. The delicate hand-drawn yellow color of 

the lightning highlights a contrast between the fast connection of electronic 

circuits and the slow process of hand work.  This work facilitates an interplay of 

meanings and symbols between correspondence art traditions and electronic 

energies.  
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KAMEN NEDEV,  SPAIN 

 

Illustration 12:    postcard with writing and printing  
4 3/8 x 5 13/16 inches, 0.6 x 14.8 cm 

Kamen Nedev sends a post card with three blocks of text centered 

vertically on a white card. The first block of text is handwritten in blue ink, the 

second block is in all capital typewriter font in black ink, and the third is in all 

capital letters in a larger sans serif font in red ink. The handwritten text at the top 

is the most compact block; the typewriter font is slightly wider, and the all capital 

block in the bottom third of the card is the widest. A single fingerprint in blue ink 
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is in the center of the second block of text.  Each block of text contains the same 

sentence fragment, "In the absence of any strong evidence to the contrary." 

This repeated open-ended fragment is another example of how visual 

poetry invites interaction from the reader to complete an idea.  The juxtaposition 

of the three blocks of text leaves no doubt that the fragment is deliberately 

unfinished. By sending the card to this exhibition, the artist trusts the 

collaborative nature of a correspondence art audience to respond actively to the 

card's potential meanings by providing their own conclusions to the phrase. 

The fingerprint motif can be interpreted as an identity statement.  Each 

fingerprint is unique to an individual; at the same time, humans have fingerprints 

in common.  In addition to keys to individual and human identity, fingerprints are 

also used as legal evidence. Thus, the fingerprint forms a visual echo the word 

"evidence" in the text.  Like other visual poetry sent to the collection, this piece 

uses words and symbols to ambivalently respond to the theme of this collection.  
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ELKE GRUNDMANN, GERMANY 

 

Illustration13: Two postcards 14.8 x 10.6 cm (5 13/16 x 4 1/8 inches) 

Elke Grundmann sends two postcards: one is on gray card stock sent 

October 10, 2001, and the other is on white card stock sent on October 11, 2001.  
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The gray card is slightly larger than the white card, and the white card is an 

altered photocopy of the gray card. The upper third of the gray card is blank. The 

words, "the septic original," run across the center horizon of the gray card in 1 

cm. high, hand-stamped capital letters in blue ink.  An overlapping series of 

fingerprints in the same blue ink fills the space below the phrase. On the right 

lower area, stamped on top of the fingerprints, is a round stamp impression that 

says across the middle "Fluxus," and around the edge, "concerned with 

insignificance."  Along the bottom of the card is the artist's signature, a date 

stamped in blue ink (09.Okt.2001), and 4 laundry warning symbols for do not 

wash, bleach, iron or machine dry. There are three main differences between the 

gray card and the white card. The first difference is the gray and white contrast. 

Because it is copied from the gray card, the white card gives the impression of 

being dirty, or splattered with fine ink droplets. The blue ink letters and 

fingerprints from the gray card copy as black on the white card. The second 

difference is the phrase, "the clean variant," stamped in blue ink on the white card 

above the phrase, "the septic original."  The third difference is the dates the 

stamps were cancelled at the post office in Berlin. 

This pair of postcards explores unstated and ironic assumptions about how 

mail artists view the Internet as a variant of networking. One assumption is that 

the Internet is a pristine, untouchable area, full of electric pulsations and infinite 

multiplications compared to "gray areas" of industrial gray cardboard used by 

many artists.  Grundmann's fingerprints play with the assumptions that we have 

much in common as individuals, all with whorls and loops on the tips of our 
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fingers, and that most artists use their hands to make artworks. Like Nedev, 

Grundmann uses her hands to directly imprint her identity on the cards. The gray 

card's world of mail art has subtle colors, but white card's Internet variant is 

limited to black and white.  The most profound assumption in this piece rests in 

the one day delay built into the delivery of these cards. The delay is a gamble and 

a joke.  Mailing the first card one day before the second exhibits a faith that the 

cards will be delivered separately. The delay causes a pulse between what seems 

like a serious statement of fact on the gray postcard and the contrasting "clean 

variant" observation delivered by the white card one or more days later.  

Grundmann trusts that the mail systems will create the delay in the delivery of her 

works. If the delivery happens to occur on the same day, she also trusts that I, as a 

mail artist, will catch the joke because of the stamp cancellation dates.  Mail artist 

love this postal nuance, and I assure you we will miss it when it's gone.  These 

insider meanings bring the joy of shared recognition to mail artists. Grundmann's 

exploration of multiples and identity in creators and creations is a masterpiece of 

mail art, if there was such a thing as a masterpiece in this democratic network. 
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YOLANDA PEREZ HERRERAS, SPAIN 

 

Illustration 14: Card sent in envelope 3 7/8 x 5 15/16 inches, 10 x15 cm. 

Yolanda Perez Herreras sends a white card printed in black and red. The 

card has an envelope icon on the upper left side. Below the envelope is a list of 

words and phrases with red, blue, and green hand-drawn check marks next to 

them, “touch, take your time, think, take your time, make up your mind, take your 

time, create, take your time, touch.”  On the upper right side of the card is an icon 

of a red floppy disk. Between the envelope and floppy disk is the abbreviation 

“vs.” Under the red floppy is a list of words and abbreviations, “receive, www, @, 

.com, send.”  These terms are arranged in a curved shape starting with "receive" 

just below the floppy icon to the “send” at the bottom right corner.  

In her lists, Perez Herreras uses words, their placement, and colors to 

contrast the properties of traditional and electronic mailed art. Her list under the 

envelope implies that mail takes more time and gives artists a feeling of touch and 
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creativity compared to the list under the disk. In the list under the floppy disk 

icon, she portrays electronic communication as a sparser realm composed mainly 

of receiving and sending. The phrases directly under the envelope weight the 

content of the card to the side of mail art; the list forms a foundation of time and 

touch that has built up over the years of correspondence art networking.  In 

contrast, the list under the floppy disk seems to be in motion, moving off the 

bottom right of the page and into the unknown future. Perez Herreras produces 

this document with digital clip art and word processing, yet sends it through the 

traditional mail.  By combining techniques with contrasting lists, Perez Herreras’ 

card demonstrates an artistic analysis of the shifting options open to the artists 

today and the underlying assumptions connected to mail and electronic art.  

 

SHMUEL,  USA 

 

Illustration 16: Postcard 3 1/2 x 5 1/2 inches (8.9 x 14 cm) 
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Shmuel sends a black and white post card divided into left and right 

halves.  The left half is white with black hand-printed letters inside a talk balloon. 

The right side is a solid black rectangle containing a white silhouette of a man’s 

head facing to the left side. The text balloon from the silhouette’s mouth flows to 

the left and contains the statement,“E-Mail Art is to Mail art as reconstituted 

orange juice is to orange juice.” 

Shmuel's use of the silhouette references a historical technique of making 

portraits by applying silhouette cut outs to a contrasting background. Like 

fingerprints, the silhouette as portrait also suggests identity.  Although this 

silhouette is not a portrait of Ray Johnson, Johnson did use silhouettes of himself 

to begin cycles of add-to-and-send projects. In addition to referring to identity and 

to Johnson's silhouettes, Shmuel's strong use of black and white accentuates the 

contrast that he sees between mail art and the Internet. The words from the mouth 

of the silhouette state that mail art is as pure, and as interesting, as the taste of 

fresh squeezed orange juice, but e-mail art is merely a reconstituted version. 

Shmuel’s sentiments echo Baroni’s feeling that e-mail art lacks the fresh and 

mysterious allure that provides a healthy force in the mail art community.  
 



 148 

EBERHARD JANKE,  GERMANY 

 

Illustration 17: Post card 4 1/8 x 5 7/8 inches, 10.5 x 14.9 cm 

Eberhard Janke sends a drawing and collage made with a commercial 

postcard of a band called The Clash.  In this work, Janke uses the images and text 

on the postcard as a base for personalizing a message to the themes of clashing 

and converging.  First, Janke uses white ink to sketch an envelope, an @ symbol, 

the letter "e," and a monitor onto the four band members' heads.  Second, he adds 

his email address and the phrase "electronic social sculpture" along the right side 

card. Third, he glued several icons and messages printed from a message board 

called eGroups along the edges of the card.   
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By arranging these layers of electronic references onto the found-object 

postcard, Janke exhibits a facile manipulation of materials that refers both to 

correspondence art and to electronic communications. Retaining the word "clash" 

on the post card adds reference, not only to the band, but also to the title of the 

exhibit, "Clashing and Converging." The term "clash" may also refer to a divisive 

clash of personalities that emerged in 2000 on the eGroups message board. The 

artist’s observations as a participant in both mail art and online communities are 

imbedded in the high-contrast white elements on the dark postcard. The white 

drawings and collage pieces highlight the differences between mail art and 

electronic communications, yet at the same time, underscore the seamless use of 

both media by networking artists.  
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SYLKE GOBEL, GERMANY 

 

Illustration 18: postcard 4 1/8 x 5 7/8 inches, 10.5 x 14.9 cm 

Like Janke, Sylke Gobel sends an altered postcard. Gobel’s card 

publicizes an art show at the AAA Xperience gallery in Koln, Germany.  A 

mummy-wrapped human figure sits at a computer in the center of the card 

surrounded by a dark red background.  Two 3/4-inch (2 cm.) strips of black and 

silver checkerboard stickers frame the top and bottom of the card.  A four point 

cross-shaped sticker on the monitor of the computer poses the question, “ART?” 

hand-written in red ink. On the monitor the letters spelling “e mail” appear in the 

four corners around the cross sticker with the "Art?" question.  There are three 
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sets of hand drawn parallel lines outside three corners of the monitor. An oval is 

hand-drawn at the top of the mummy's head. The text on the back of the postcard 

asks, “And where is the human being???”  

This card gives animation to the computer by putting cartoon action lines 

around the monitor to indicate movement, shaking, or even dancing. The human 

at the computer is in a shroud, yet the corpse still types at the keyboard.  The artist 

wonders where the human being is when all the life is in the machine and its e-

mail.  This card may suggest that mail art as described by Judith Hoffberg and 

others, as one human “touching” another, may be as dead as ancient corpses 

wrapped in linen and mummified. 
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KLAUS GROH,  GERMANY 

 

Illustration 19: Card and page of hand-printed text sent in envelope. 

Dr. Klaus Groh sends a white card with a blue, red, and yellow color print 

of an "You have mail" mailbox icon glued to the center of the upper third of the 

card. Above the mailbox the words, "mail art" are hand printed in red marker.  

The lower two thirds of the card contain a hand-written statement in black ink: 

By internet: Mail art  

lost the personal intimet [sic]  

touch  

of human contacts. 
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And just new is the  

speed. 

Speed was the main idea of the Futurists… 

They tried to visualize it - 

Internet is presenting it pure! 

© Klaus Groh 2001 

A black line and parallel yellow highlight surround the mailbox and 

border the upper and left sides of the card. The words "touch" and "speed" are 

circled with a black line and a yellow highlight. 

Groh also sends an A4 sheet of paper with a hand-written statement. 

Groh's name and address appear at the top of the statement page. Just 

below his address the title "Mail art is not jail art" arches across the page in bright 

yellow block letters.  Under the arch is the word "statement" in blue ink followed 

by 9 numbered statements. Numbers 1-3 are in blue ink and numbers 4-9, the 

date, and signature are in black ink: 

n Mail art is the most direct and personal touch of human expression and 

articulation from person to person 

n You see, feel, are impressed by the actual moment an expression in (not 

anybodies [sic] ) one bodies [sic] movement. 

n This kind of (what you have in your hand) contact, is an absolute original. 

n Internet always is transformed by a (often very) strange medium. 

n Each articulation is translated into easy transported soft ware which 

permanent is changed into another readable classic script. 
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n Mail art = personal individual touch 

n Internet = high speed mechanical contact 

n The circle of art-history is closed again: 

One of the most important principles of the Futurists was -- to make speed 

visible! 

n Internet's goal is to transport ideas in absolute high speed! 

Maybe this is a component of mail-art too!? 

24.05.2001 © K. Groh 

Groh’s list jives with Perez Herreras' list and Judith Hoffberg's interview 

when she emphasizes "touch" in mail art communications. Groh holds a Ph.D. in 

art history and works as a critic and journalist, yet his responses are not 

analytically detached. In fact, the statements come across as passionately pro-mail 

art, especially when he condenses his contrast of mail art and Internet into his two 

shortest statements, numbers 6 and 7. "6 - Mail art = personal individual touch,” 

and “7 - Internet = high speed mechanical contact."  These concise statements 

clearly show Groh's view of strong divisions between mail art and the Internet. 

Groh views mail art as an original medium with an individual capacity to 

connect to other individuals as directly as the sense of touch. Groh compares this 

capacity for direct touch to the Internet's speedy delivery of a mechanical 

translation.  After his first seven one-sided statements, Groh shifts from a pro-

mail art view to a more scholarly view.  Statement 8 brings in the art history of 

Futurism. Number 9 asks a question about the implications of speed to the realm 

of mail art.  As an art historian, Groh regards the Internet as the Futurists' ideal of 



 155 

speed fully realized and wonders in statement 9, "Maybe this [speed] is a 

component of mail-art too?" This last question contrasts with the strong 

statements made earlier and illustrates the artist's creative curiosity.  Although 

Groh does not seem to be attracted to the digital network, he is curious about it, 

and finally does not rule out the possibility of some aspects of the Internet playing 

a role in correspondence art as part of the trajectory of Futurism. 

 

KIYOTEI, USA 

 

Illustration 20: Postcard 6 3/4 x 9 7/8 inches, 16.9 x 24.9 cm. 
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Kiyotei sends an oversized post card cut from a cardboard box. The design 

of the card incorporates the graphics from the box. The background color of the 

card is yellow and white. A black oval takes up much of the interior of the 

rectangular card. Inside the oval is a white circle with a wide white stem.  Inside 

the circle are 3 shapes: 2 ovals, like eye-holes, and a centered rounded triangle 

nose shape. These shapes form an abstract white skull. Kiyotei emphasizes the 

skull image by writing the address in the shape of long teeth under the nose.  The 

word “converging” curves over the left eye-shape in backwards mirror writing. 

“Clashing” is printed over the right eye shape, and around the nose shape are the 

words “mail art post.” A white rectangle of paper glued above the skull contains 

the following hand-written statement: 

Networks create an increasing source of contacts and communication. The 
speed and accuracy of these communications is greatly enhanced by the 
new technology.  Little bits of digital mail art will echo on screens forever. 
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Illustration 21: Digital Image of the Caves of Doom with postal machine marks 

The other side of the card is a digital color print of a landscape featuring 

an eroded terrain. Below a patch of blue sky at the top of the graphic, dark blue 

and gray cliffs lie in deep shadow.  Below the dark shadows is a middle area of 

mottled dark and light cliff faces. At the bottom of the card the landscape is 

flooded with sunlight; the rocks are white, light gray, and beige.  The artist's 

signature, the date, 2/2002, and the title "Caves of Doom" are handwritten in 

black ink in the lower right of the picture. 
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The two sides of the card represent two aspects of Kiyotei's expertise, as a 

correspondence artist and as a computer graphics artist.  Kiyotei has been a mail 

artist for five years, and he has many years of experience with computers.  

Because he knows about both correspondence art and the Internet, he plays 

several helpful roles.  First, as a member of online communities he explains 

Internet anomalies (such as trolls, who fill message boards with disruptive 

comments) to the mail artists in the group.  He also maintains an instructional 

Web site designed to introduce new mail artists to a range of mail art techniques 

such as postcards, artiststamps, envelopes, and artists’ trading cards. Some mail 

artists interviewed for this research believe that art made on the computer is 

quickly produced compared to mail art.  I asked Kiyotei how long it took to 

produce the Caves of Doom. He sent me the following story to explain the stages 

involved in creating the digital image that arrived in my mailbox. 

I first heard about "the caves" from a message board post…one of the 
other people on the board …posted a message about some cool caves 
where he and his friends go to smoke pot and drink beer. He said they had 
all these weird carvings and some of the caves had to be reached by 
climbing up steps cut into the walls. He did not want to give directions (or 
he wasn't sure exactly where it was) but he left enough clues for me to try 
to find it. 

It took a few weeks but I finally figured out the location and explored the 
area ….There were several carved faces, names, symbols, a couple of 
wizards and of course a pot leaf or two. The walls of the canyon are made 
of sandstone and can be carved with a nice hard stick or knife. Several of 
the interior[s of] these small "caves" have elaborate carved chairs, altars, 
and candle holders … 

…I visited the caves off and on for about 3 years. During that time some 
carvings changed, some were added and one of the caves collapsed. One 
day I took my digital camera and some painting materials and took some 
photos and painted a small spirit image in one of the caves. I left a note in 
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one of the small altars saying "thanks for the cave" and if they didn't like 
the painting - just destroy it. I also left my email address. 

The next day I got email from a young girl calling herself Bux. She said 
she liked the painting and thought it was cool that I had left the message.  I 
sent her a reply with the SUBJECT: "Caves of Doom." I had found black 
candles and devil head carving in some of the caves and it was kind of 
eerie and satanic at the time. We corresponded for a few months (every 
now and then I still get something from her) but never actually met in 
person. I asked her many questions about the caves and the people who 
made them/used them. She knew a lot about that because she lived close 
by and had been coming there for years. We jokingly referred to the caves 
as the "Caves of Doom" in our emails. She asked me if I had seen her 
"dragon" carving. I told her I hadn't. She sent me some pictures of it. She 
also gave me directions to its location and one day I photographed it too.  

I used her photos and the ones I took to create the "Caves of Doom" that 
you have now. I used Photoshop and knitted together the images to create 
one scene. A lot of blending and manipulation was required to mold it 
together. The process is quite tedious and it has been a while so I could not 
tell you exactly how long it took. I'll estimate that it took an hour or two to 
get it just right. Then I had to print it, trim it, and glue it to the backing. 
Then trim it again once the glue was dry. 

…you see, looks are deceiving. The art you have is invested with much 
more time than meets the eye. You cannot understand the time involved in 
finding the caves, exploring the caves, and photographing them. Or how 
about the meaning of the title itself? Kiyotei (personal communication, 
November 22, 2002) 

This story of the evolution of the Caves of Doom shows that this digital 

piece was time intensive. Kiyotei's story illustrates how art and life experiences 

intermingle in the time it takes to envision and create any piece of art, no matter 

what technique is used to make the finished product. 

Kiyotei's message on the card expresses a belief that digital art will be "on 

the screens forever." Some technical mail artists agree with Kiyotei that digital 

copies are more permanent, but many other mail artists think that paper is the 
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more lasting medium. It is ironic that Kiyotei put the message about the 

permanence of digital art on the traditional side of the card made of biodegradable 

cardboard.  On the digital side, a post office machine that cancels stamps left two 

long stripes of ink across the face of the Caves of Doom print. The statements, 

illustrations, and interventions on both sides of the mailed card and to the card's 

history sent by e-mail, present a good example of ways in which mail art and the 

Internet are two sides of the same creative experience for Kiyotei.  
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SIMON BAUDHUIN,  BELGIUM 

 

Illustration 22: Perforated sheet of Xeroxed "Artistampigs" images 
 8 1/4 x 11 5/8 inches, 21 x 29.5 cm. 
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Illustration 23: detail of Illustration 23 

Simon Baudhuin sends an A4 size black and white photocopy depicting 22 

artistamps in varying sizes.  All of the stamps have hand-drawn perforations for 

borders and contain hand-drawn variations of Baudhuin's signature pig motif.  

The phrase, "Free Mumia," is in bold letters at the top of the sheet and the terms 

"Pig Dada," "Pig Mail Art," and "Fluxus" are incorporated into many of the 

stamps.  In addition to the drawn perforations, the page has physically perforated 

lines of holes that do not overlap the drawn perforations. In the upper third of the 

center of the sheet is a black and white stamp glued onto the page.  This stamp 

asks, "What is art?" in bold capitals at the top and states, "I eat art!" at the bottom.  

On the left border between the bold capitals is a section of a ruler showing marks 

between 27 and 30 centimeters. The statement "I have nothing for or against 

internet…viva snail mail post art," is on the right side of the ruler. 

Baudhuin does not own a computer, and in this work he maintains a 

neutral stance on the Internet.  Although technology is not a part of his life as an 
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artist, he believes mail art is slower, has longevity, and snail mail artists produce 

more original work: 

I don't live in a town but in a little village near the forests. I have no car, 
only a bike.  I have no ring at my front door, only knock toc toc at the 
windows.  I have no personal computer, no fax, no e-mail, no Internet, no 
typewriter.  Only a pencil, only mail art by snail mail -- you can take your 
time as I do. I claim slowness and longevity.  I am not against e-mail or 
the Internet. I have no real interest in it, nor money, nor place for 
machines.  I also prefer snail mail because I like original writings, original 
paintings, original collages, original art (Baudhuin, 2002) p. 20. 

As a vegetarian and pig enthusiast, Baudhuin's neutral statement about the 

Internet is surrounded by stronger messages of animal rights, especially for pigs.  

Baudhuin sees connections between art history and correspondence art. His own 

correspondence art is rooted in the history of Dada and Fluxus. He offers a neutral 

opinion about the meaning of the Internet to mail art because he knows that its 

importance rests in the ways in which artists use the medium. Baudhuin is also 

familiar with the tradition of mail artists who create fake countries from which 

they publish fake stamps. He also knows about my involvement in the Internet.  

Combining his knowledge of the fake countries with his readings about virtual 

worlds, Baudhuin sends an enclosure to ask, “What is the name of your virtual 

land, honoria?”  The answer is that my virtual land is named “mail art” and its 

boundaries and systems still include traditions of Dada, Fluxus, and a high value 

for originality. 
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ANNA BOSCHI,  ITALY 

 

Illustration 24: Open trifold card with hand-tinted photocopy and collage 6 1/4 
x12 7/8 inches, 16 x 33 cm 
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Illustration 25: Exterior of folded card 

Anna Boschi sends a card folded into three sections. It is covered in black 

and white of rows of heart shapes and red rubber stamp impressions.  The outside 

of the card has two rows of 7 photocopied heart shapes. Each heart has borders of 

dots representing postage stamp perforations. An image of the earth stained with 

red ink is centered inside each heart. The words: "amore, insieme, mail art and e-

mail" are layered over the earth images.  Amore is Italian for "love," and insieme 

means "together." Between the two rows of heart stamps are nine red images of 

Ray Johnson wearing a conical wizard hat.  Anna Boschi's name and address are 
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stamped in red ink on top of a section of the Johnson images.  The center opening 

of the trifold card is closed by a blue Italian priority mail sticker and two strips of 

torn paper. Inside the card the two side sections are covered with photocopies of 

traditional mail art graphics depicting mail artists' portraits, projects, and 

addresses.  The center section is dominated by a large red globe image (3 3/4 

inches, 9.5 cm. in diameter) surrounded by small printouts of URLs and brief text-

only descriptions of mail art projects printed and cut from unknown Internet 

sources.  A white rectangular sticker is centered inside the earth image. The 

sticker is from Vittore Baroni's Funtastic United Nations project with the project's 

logo in orange letters.  A torn piece of paper with the words, "more quick -- less 

human" in all capital letters is the top layer over the Funtastic sticker and the red 

globe. Boschi's triptych card contrasts correspondence art and the Internet, but 

also features URLs in a central position to world art exchange.   

Boschi is an Italian painter who assembles objects into her paintings. She 

is an active mail artist who has organized an impressive number of 

correspondence art exhibitions in Italy: Bottle Project in 1990, 1962-1992 = 30 

Years of Mail Art, homage to Ray Johnson in 1992, Pieve di Cento e il suo 

Barbespein, and the Homage to Federico Fellini in1994, Remembering Giulietta, 

dedicated to Giulietta Masina, and Guglielmo Marconi, 100 Years of Radio in 

1995, Mail Art Prehistory and Mail Art -Seven International Artists in 1996, 

Letter Box and Video Network  by Bruno Capatti in 1997, Art-Books And Visual 

Poetry in 1998, Happy Birthday Castel S.Pietro Terme in 1999, Matematica-
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World Year of Mathematics in 2000, L'utopia Chiesa di S.Ambrogio E Bellino -

Vicenza in 2001 and 40 Years of Mail Art in 2002. 

In contrast to Kiyotei's story of the slow creation of the digital Caves of 

Doom, Boschi's central message is that Internet art is "more quick - less human." 

Boschi symbolizes mail art’s small exchanges by putting the whole world and a 

heart inside artistamp borders. The globes and the hearts create patterns of love 

and togetherness.  Within the small artist stamps, there is the message that 

correspondence art, e-mail, and love are insieme, or "together." Boschi has a long 

and intense history in the mail art medium and has seen generations of new 

patterns come and go in the network.  This card shows that she is well aware of e-

mail and Web sites entering the system in multiple ways. To show the importance 

of the Internet, she places the URLs in the cent ral area of the card and includes 

the term "e-mail" inside each artistamp.  The invitations on the card's wings frame 

the central globe to show that Internet networking can be framed by traditional 

mail art. Because correspondence art is connected to human touch, Boschi creates 

tactile mail art that must be opened to be experienced.  In this complex card, 

Boschi comments on the multi-sided limits and possibilities that the Internet holds 

for correspondence artists while at the same time warns artists to retain  
 



 168 

CLEMENTE PADIN,  URUGUAY 

 

Illustration 26: Postcard with images of political missings 1973-84 

Clemente Padin sends a black and white postcard. The image side looks 

like an Internet browser interface. In the upper left margin is the term "mail art" 

and in the upper right margin is the word "Internet."  The title field contains the 

phrase, "political missings 1973 - 84." Below the title field are browser button 

labels and icons. Below the icons there is a location field containing the country 

name "Uruguay" and Padin's e-mail address.  There is another row of browser 

buttons and the Web page. The page has a white background with nine portrait 

heads arranged in two rows.  The top row has two heads on either side of a flower 

logo with the word "desaparecidos" (missing people or missing things). The 

second row has five heads. The bottom border contains Clemente Padin's home 

address in Uruguay.   
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Illustration 27: Address side of postcard 

The address side of the postcard has a rubber stamp of the phrase "mail 

art" at an angle in the upper left corner.  Below “mail art” is a skeleton playing a 

guitar with a text balloon saying "Clashing and converging mail art and Internet." 

The center part of the card has 6 red stamp impressions of South American Indian 

motifs surrounding the phrase "our ignorance is their power," stamped in red ink. 

Padin's return address is stamped in the lower left of the card and my address is 

hand written on the right side below a postage stamp. 

In spite of the 1984 date for these missing persons, this postcard contains 

urgent political statements. First, the "political missings" portraits, dramatized in 

intensely contrasting photographs, publicizes the plight of individuals who 

disappear because of their political beliefs. The card also straddles two networks 

in order to extend a call to respond by any means. The card provides both a snail-
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mail and an email contact address to learn more and do something about “our 

ignorance.”  Combining political action and artistic production has a long history 

in mail art, especially in South America where the visual poetry and mail art 

movements are strong and often politicized.  Extending political messages to the 

Internet in the guise and context of mail art can help protect an activist artist from 

censorious government attention while at the same time delivering a political 

message. 

GIANNI SIMONE, JAPAN 

  

Illustration 28:  floppy disk in a plastic envelope with hand- lettered stickers  
3 3/4 x 3 1/2 inches, 9 x 9.3 cm.  
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Gianni Simone sends a 3.5- inch floppy disk inside a plastic bag that has 

rectangular stickers on both sides. One sticker is hand-colored yellow and hand-

printed with a warning: "This is a snail floppy disk. Caution. Open at your own 

risk!" The other sticker has a small photographic portrait of Simone and his return 

address. A 1- inch round gold sticker that says, rimagliato a mano Italian for 

"made by hand" is below the address sticker. The floppy disk is covered with 

small pieces of paper with printed and hand drawn, multi-colored images on them. 

The papers have references to traditional mail art projects such as Brain Cell, Arte 

Postale!,  Fluxus, and the cult of the dead letter. The package contains a letter in 

which Simone reflects on his resistance to the Internet and comes to the 

conclusion that the Internet does not affect his mail art at all: 

- Right now this is about the only way I can use a floppy disk: As a canvas to 

make a collage.  As far as I'm concerned, the Internet has not changed my 

mail art world at all.  I'm not saying this with a sense of pride.  I always 

welcome change, when it's for the better.  It is just that I've weighed the pros 

and cons and I've found out that: 

- I'm very lazy and I like to work slowly. Actually, I think that my life-style is 

already too hectic, and I'm trying to slow down, to enjoy doing nothing and -- 

I dare to say -- losing time. Do I really need something to uses my time more 

efficiently? No. 

- I already have problems answering all the letters I get in my letterbox, plus I 

prefer a nice well-written letter than a quick e-mail.  Do I really need 
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something that allows me to receive even more messages? No.  (And by the 

way, is the Internet really useful, if it takes me days, or sometimes weeks to 

answer an e-mail?  I don't think so.) 

- I confess there were times (very few, though) when I needed to send or get a 

message NOW and I had no Internet access. But a now it is really convenient, 

if I think about all the time I have to spend in order to learn how to use a 

computer and all the technicalities? Not really. 

- Together with quickness and 'efficiency' the other key-word of our time is 

'information access'. The more informations [sic] I can get the better it is. Or 

so it seems. And then? What shall I do with all these data? It comes to a point 

where 'too much' is not so much better than 'not enough.' 

- Apart from the quick e-mails, what has the Internet really done for mail art? 

Online catalogs? No thanks. Online projects? Interactive projects? I haven't 

really seen anything new and innovative yet; anything specifically thought up 

for the Internet medium.  If the Internet must be an electronic (and, in my 

opinion aseptic) version of mail art. I am willing to play the part of the 

conservative who likes the old good ways. 

- Has the Internet really changed our approach to mail art? To round up all the 

things I've already said, I can only use the same words that Linda Hodges 

wrote to Reid Wood for his project The Eternal Network…Still? "Got your 

mail art call by post. Answering by post. What more can I say?" 

Good luck with your project and hope your computer won't crash!  

G. Simone (personal communication, 2001) 
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Simone's concerns about the time it takes to keep up with incoming e-mail 

echo those of Baroni and Cryptic.  Simone appreciates well-crafted objects, but he 

has not found the same levels of quality in Internet mail art so far. Since writing 

this statement Simone uses e-mail and computers more often.  Although his zine, 

Kairan, is not yet online, perhaps some day soon it will be. For the time being, he 

is venturing into the Internet cautiously and with both eyes open for new things.  

Simone mentions that he has not seen online projects that take full advantage of 

the Internet, but in his searches he uses traditional mail art terms and known 

artists' names. These known key words will only bring up known artists and 

projects.  As Simone and other mail artists keep looking, they will find that mail 

art ideas are springing up in the Net quite independently of traditional mail art.  

Once the traditional mail artists get together with the new mail artists, the 

generations will influence each others' experience and expertise. 

DAVID L. ALVEY, USA 

 

Illustration 28: Postcard from David Alvey and Dragonfly Dream 
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David Alvey sends a post card with a dramatic background of concentric 

green and blue semicircles rising from the base. A double portrait of Dragonfly 

Dream and David Alvey is glued to the center of the card.  The portrait is cut from 

a black and white photocopy of a photograph.  Alvey is wearing a T-shirt with 

"art now" on the front. Dragonfly Dream is wearing a hat with a smiley face 

stamped on the brim and crown. A dotted line with the words "cut here" appears 

at the bottom of the double portrait. Above and between the artists is a rubber 

stamp impression of a mailbox with the flag raised.  Overlapping Dragonfly 

Dream's left shoulder, and Alvey's right shoulder is a purple square rubber stamp 

impression with a heart in the middle; the heart is hand-colored orange.  

The message on the back of the card says: “We connect on line and thru 

the mail. And we've met and networked in person on several occasions. Dragonfly 

Dream and daDa Vark” D. Alvey (personal communication, DATE) 

 This card commemorates the creative energy of mail art radiating 

from a tourism event. Tourism is when correspondence artists visit each other. 

Some mail artists go on extended world tours to meet many other mail artists.  

Some of the most widely-traveled correspondence art tourists are Peter and 

Angela Netmail from Germany, John Held Jr. from the USA, and Ryosuke Cohen 

from Japan.  Although these travelers log great distances, many mail artists 

practice tourism on a less than globetrotting scale. Mail artists who discover each 

other on the Internet may take a detour on a trip in order to connect to one another 

like Dragonfly Dream and David Alvey. These artists not only share a bond as 

mail art networkers, both are cancer survivors, and both live in the Southwest 
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United States. When mail art tourists get together it is natural for them to spend 

time making mail art.  This card is a product of Dragonfly Dream and Alvey’s 

time together, created to share their meeting with me and other receivers of this 

series of collaboratively produced cards. Now that mail artists meet online the 

potential for tourism is growing, however with the caution people have for 

Internet meetings it remains to be seen if tourism is a tradition that moves 

smoothly onto the Internet. 

GUY BLEUS, BELGIUM 

 

Illustration 29:  Envelope dated October 19, 1990 with instructions not to open 
until the year 2000. Numbered 88 in a series of 100, 12 1/2 x 10 
1/8 inches, 32 x 25.8 cm 
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This envelope was sent in 1992, long before my collection of data 

specifically for this research, however it was not opened until 2001.  A student in 

the Advanced Communication Technologies Laboratory at The University of 

Texas at Austin opened the envelope and read its contents to his class. This 

reading was part of an envelope opening performance during a demonstration of 

correspondence art. Envelope openings are a traditional way for mail artists to 

share with non-mail artists the thrill of opening an envelope full of mail art. Bleus 

assembled the envelope in a performance at an exhibition called "The Necessity 

of Paper" at the Cultural Centre Heusden-Zolder, Belgium. 

The brown paper envelope has a white sticker in the upper left corner with 

a title: "mail art message to a new millenium" [sic] in capital typed letters. Bleus' 

Administration Centre name and address stamp is below the sticker. Along the 

center of the envelope is a black, yellow, and red grograin ribbon that is attached 

to the envelope in four places by red sealing wax stamped with the seal "GB."  In 

the center of the envelope and just above the ribbon in is a diamond shaped rubber 

stamp containing a plus sign. Below the plus sign is a white and blue sticker that 

contains four centered lines of text:  

dated material: 

October 19th 1990 

DO NOT OPEN 

UNTIL THE YEAR 2000 
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"Do not open" is in red ink, all capitals, and underlined. Two white stickers are on 

the back side of the envelope. The top sticker is 3 1/2 x 2 inches 9 x 5 cm. and has 

8 lines of centered text: 

MAIL ART MESSAGE 

TO A NEW MILLENIUM [sic] 

2000 - 3000 

DO NOT OPEN 

100 LETTERS FOR 

THE YEAR 2000 

FOR HONORIA/MADELYN S. 

Letter nr. : 88 

Next to this sticker is Guy Blues signature and the date 1992 hand written 

in black ink. A second white sticker is centered below the dated material sticker 

and under the knot in the ribbon. 3/4 x 1 7/8 inches 2 x 5 cm. the small sticker 

contains three centered lines of capitalized text in blue ink.  

FOR PROTECTION 

FRAME 

THIS ENVELOPE/LETTER 

The envelope contains 2 sets of papers.  One set is 5 pages of printed 

sprocket paper with sprocket holes along both sides connected by folds. Each 

sheet has a fluorescent pink spray-painted irregular shape in the center with one or 

two lines of all capital text printed over the pink spot.  The first page has two lines 
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of text: "Welcome in the new millennium!" and "(Are we still using paper?)" 

Single lines on the following pages are:  

This is a message from October 19th 1990 

Made during an administrative performance by Guy Bleus 

Welcome in the new millennium!  

(Are we still using paper?)  

Is this a posthumous letter? 

Luck and energy for another 1000 years 

The second set of papers is stapled together.  The top sheet is a letter to the 

100 receivers of the envelopes. The letter is written in capital letters and 

photocopied on blue paper with an underlined title /MESSAGE TO AN 

UNKNOWN PERSON IN AN UNKNOWN TIME/.  The letter poses questions to 

the person in the "year 2000 or later" who opens the letter. Are people still using 

paper? Do people in Belgium all speak English?  The letter also makes several 

assumptions such as, "the children in the 3rd world are still dying," and "the 

weapon-barons keep on selling their merchandise to the rich in the countries of 

the poor." The second page entitled Mail Art During this Last Decade is a 

numbered list of eight descriptions of mail art. The third page is entitled "Scent 

me your mail-art/The thrill of working with odours."  The fourth page is a 

photocopy of a photograph of Bleus standing inside a wooden box around his feet 

with his head hidden inside a cardboard box with an address label on it. "/2000" is 

printed across Bleus chest. 
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The text of the second page is most relevant to the clashing and 

converging collection. It predicts and questions some changes that mail art may 

experience between the time the list is written in 1990 and the time the envelope 

is designed to be opened in 2000.  Blues's essay on page two is called Mail -art 

during the last decade.  

1. Whatever year, month or week it is, night or day, mail-art is a permanent art-
festival, a non-stop art-proces [sic]. During decades mail-art happens 
simultaneous at different places, with enthusiastic summits and resigned 
depressions. But always.  

2. The nineties: The mail-art network is a too solid or rigid construction to 
expect fast "fundamental" structural changes during the coming years.  Maybe 
there will be more "personal" encounters, more fax-projects and maybe a 
separate "P.C." mail-art network will assume a definite shape.  But the 
tradition of exchanging art and other (visual, audio, video, olfactory, etc.) 
information via a communication-system (including the organization of all 
kinds of art-projects, etc.) will stay. 

3. The influences of the fax-machine and the "personal" computers on: A. The 
mail-art works; B. the communication (via modems, fax) and c. the mail-art 
archives (fast and accurate information) will go on. 

4. The computerized "face- lift" of mail-art concerns first of all the "mail-art 
works" by determining a great deal of their character. first via the 9 or 24-
pins) matrix-printers, later on via the laser -printers; first black and white, later 
on multi-coloured. Remarks: A. The results or output on the P.C.-screen and 
the results of the printer are sometimes out of all proportion, unless the mail-
artist has at his disposal very sophisticated hardware. B. During the present 
initial phase the computerworks will mostly be send [sic] via the postal system 
or by Fax. C. concerning the utilitarian ideology of the software: the programs 
are the mind-bullets of the programmers. It is good that artists use and misuse 
computer-programs for their artistic and communicative aims. 

5. The transformation of "mailed" mail-art into "electronic" mail-art (or Fax-art, 
or "computer" mail-art, or "P.C." mail art, or "modem" mail-art, or "online" 
mail-art, etc.) will provisionally not menace, but extend the existing postal 
mail-art network with recent technological facilities. 
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6. Another transformation worth mentioning regards the philosophy of time.  
Manipulating the concept of time is hip. Electronic mail-art via modems and 
fax adds one essential element to postal mail-art, namely "speed". This brings 
a new vision on the traditional problem of the mail-art deadline.  Online mail-
art creates the possibility to do a project in, for instance, "one" hour.  The 
physical time can be intermingled with the artistic time of the project and the 
physiological time of the artist.  The immediate reaction becomes part of the 
intercommunicative process and throws a new light on the experience of time 
in the mail-art network. 

7. Parenthesis:  One of the most bizarre aspects of the mail-art communication is 
the dichotomy "anonymous"-"known." On the one hand the anonymity 
stimulates the openness in the mail-art network. Sending intimate, very 
personal things or information to somebody you don't know, but living at the 
other end is the communication mostly amicable and true, although one often 
knows nothing else but the "name" or "pseudonym" of the other mail-artist.  
So the sincerity is frequently caused by the anonymity, not knowing the 
person (his/her profession, his/her way of life, his/her personality, etc., etc.) 
behind the name. Of course the large network makes it structural [sic] 
impossible to be close friends with all the mail-artists. Superficial 
communication is often a condition to maintain the exacting contacts. (Bleus, 
1990) 

This envelope and its contents showcase intertwined issues that mail 

artists faced at the beginning of the Internet expansion.  Bleus used personal 

performance to present his ideas in a Belgian cultural center.  He sent relics from 

the performance to 100 mail artists.  The delayed reaction of mail artists to the 

scent art invitation in the time-released package gave the Internet time to develop 

another sense, the sense of smell to appeal to Bleus appreciation of scented mail 

art. 

Like tourism, performance is an in-person tradition shared by mail artists. 

Performance in mail art is usually done at a gathering of other mail artists; these 

gatherings are called congresses.  Sometimes the performances are done for a 

non-correspondence art audience. There are no clues that the performance was for 
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a congress of correspondence artists.  This live audience of unknown individuals 

is the first wave of receivers for Bleus' messages.  He uses the computer, the 

papers, and the paraphernalia of mail to point to possible future shifts in methods 

and means of distribution for mail art. He also addresses larger cultural changes in 

languages and power structures that he felt would not change. He uses examples 

of starving children and weapons supply lines to illustrate continued cruelty and 

violence.  The second wave of receivers was the 100 people to whom Bleus 

addresses the envelopes and their contents assembled during the performance. 

Now that I am using this envelope in my own presentations on the changes in 

mail art, the performance continues to find new audiences. 

Like Padin, Bleus uses correspondence art for political messages. Encased 

in envelopes, cards, and art techniques, these messages move in aesthetic 

containers in which they extend to a wider and more diverse audience than a local 

speech, demonstration, or flyers could reach.  Mail artists do not produce purely 

political or purely artistic statements; they combine messages and techniques to 

increase the power of the message and the potential for connection to a wide 

audience.  The addition of the Internet to the distribution system of these political 

messages sends them to more potential receivers. 

SUMMARY 

Receiving art works like these from a single invitation shows the 

incredible power of mail art networking. These art works emanate themes of 

humanness, touch, identity, and originality.  These illustrations reveal a 

complexity and sincerity that comes from artists working in their own medium, 
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representing their own ideas while knowing that their work will be part of a 

exhibition with many other artworks. The next step is to examine the patterns that 

emerge from the collection of interviews and artworks. 

Chapter 7 

TRENDS AND PATTERNS IN THE DATA 

This chapter is the results of the grounded theory collage methods of 

coding, memo writing, and categorizing: a collage of trends and patterns from the 

interview and from the artworks. This collage pieces together a picture of a 

changing Correspondence Art Network surging with art-making ideas and 

connective ideals, stressed by rapid growth, and moving in several directions 

simultaneously.   

TRENDS AND PATTERNS IN CHAPTER 5 INTERVIEWS 

One pattern across the interviews is a recognition that the Internet has 

facilitated an influx of new participants and an increase in invitations available to 

mail artists looking for exhibitions. 

Expanding number of participants and exhibition invitations  

Whether artists view the Internet as an extension of correspondence art or 

as another network system all together, they agree that the Internet inflates the 

number of people involved in their correspondence art world. To Banana the 

Internet is an aggressive extension that imposes a flood of related and unrelated 

information into electronic mail boxes. Kusina, Cryptic, and Dragonfly Dream 

view correspondence art and the Internet as parallel systems, each network 
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equipped with unique as well as overlapping attributes. Contacts increase as new 

correspondence artists join message boards, publish mail art web sites, and post 

exhibition invitations. Artists looking for calls to exhibit find hundreds on the 

Internet compared to the single invitations sent to individual artists, or several 

dozen posted in issues of the printed zines.  The combination of the number of 

artists one “meets” on the Internet, and the number of exhibition invitations an 

active mail artist can find online, adds up to a significant increase in the size of 

any given artist’s personal experience of the network.  The effect is that Internet 

artists experience a more densely populated network filled with opportunities to 

show their work and receive work from others. On the other hand, a networking 

artist can only reasonably exchange art and ideas with a limited number of people.  

Thus, many mail artists are experiencing the stress of a rapidly expanding 

network. 

Paradox of speed  

In addition to expanding the size of the population of correspondence 

artists and increasing the number of calls to exhibit, the information highway 

moves at an accelerating speed. The seduction of the Internet for correspondence 

artists is to be in more places, and in more simultaneous contexts than ever before. 

While correspondence artists open as many windows to the world as possible, the 

increased opportunity to exchange ideas in a faster global swap ironically leads to 

an artistic pace that "eats up" more time. Cryptic and other artists talk about how 

the Internet demands more time in spite of the fact that the actual exchange of art 

occurs faster. Digital artists thrive on spontaneous choices and quick responses.  
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Traditional mail artists stretch out time and distance in a contemplative 

correspon(dance) in which creative acts can evolve slowly and with consideration.  

Thus, the overlapping of digital and mail art networking offers spontaneous 

choices and contemplative spaces at the same time. The overlap is like a coastline 

presenting choices between the rush of surfing or Kusina's beach combing view of 

mail art. Conflicts caused by the increased speeds are relative and temporary 

because all kinds of information are picking up their paces. Mail artists like 

Cryptic will have to come to terms with the time-zapping seduction of being 

online.  More connections and less art-making; or more art-making and fewer 

connections? These new artistic questions are brought into sharp focus by mail 

artists’ participation in Internet correspondence art. 

Barriers to Internet integration 

The increase in size and the acceleration of speed affect participating 

artists differently based on their access to networked computers and their 

acceptance of digital tools. At the birth of the New York Correspondence School, 

the post office was readily accepted as a distribution system by the growing 

number of participant artists.  To the surprise of the early Internet adopters, there 

was no comparative trend by correspondence artists to jump onto the Internet. The 

post office, a cheap means of distribution available in most countries, is a system 

that appeals to the democratic ideals of correspondence art. The post office also 

has a long history in art, from Van Gogh’s letters to Futurists' postcards. Given 

this historical precedence and international availability, artists find it natural to 

distribute their art on paper through the mail.   
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In the 1980s and early 1990s, the Internet imposed economic, technical, 

educational, and infrastructure barriers to entry even as it expanded the 

connections between mail artists and new people. The economic barrier, like the 

others is shifting. Postage seems cheap to artists who do not have a computer or 

who may have access to computers only at work. In contrast, postage seems 

relatively expensive to people who routinely use networked computers to send 

and receive messages and graphics. Computers are growing less expensive and 

are becoming more saturated in society and, as the Internet becomes more 

available, the relative costs between postal delivery and Internet delivery is 

equalizing.  The final barrier is that artists have to be as comfortable with 

technology as they are with paper and art supplies before the Internet is a natural 

medium for them.  As the Internet gets cheaper and extends to more places, and as 

postage continues to rise, issues of postal delivery versus Internet delivery will 

shift from the economic to the aesthetic.  As we have seen in the interviews with 

Kusina, Cryptic, and Dragonfly Dream, more networking artists use both mail and 

the Internet. As computers become available to more people throughout the 

world, it is likely that mail artists will eventually use technology tools as naturally 

as paper and ink.   

Networks intersecting networks   

As computers become integrated into the art networkers' lives, a system of 

interconnected networks is forming. As correspondence art radiated from Ray 

Johnson's New York Correspondence School, the seed in the small garden of the 

1960s avant garde grew into a global art network. Artists were interviewed for 
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this study because they belong to this Correspondence Art Network. But as Shad 

and Hamann indicate, the mail art network is intersected by other networks: 

teachers' networks, groups of net artists, and collectives for exchanges of many 

kinds of physical and digital objects.  The academic world is yet another network 

that is beginning to influence the mail art network because a few academics are 

now researching aspects of mail art. Michael Lumb earned his Master of 

Philosophy from the University of East Anglia, School of World Art Studies and 

Museology, by writing Mail Art 1955 to 1995: Democratic art as social 

sculpture, a history of correspondence art. Craig Saper, professor and coordinator 

of the Text and Tech program at the University of Florida, published a book called 

Networking Art in 2001. Stephen Perkins wrote his dissertation on Alternative 

Networks and Artists' Periodicals 1963-77.  Geza Perneczky's  independent 

research on the mail art network was sponsored by the Hungarian National 

Academy of Sciences and the Soros Foundation in New York and resulted in the 

important 1993 book, The Magazine Network, an extensive investigation that 

brings together the work of many artists in a variety of media that come together 

as part of artists' magazines, or zines. Stephen Perkins, Geza Perneczky, and 

Michael Lumb write from the perspective of participant observers. These writings 

along with Held's annotated bibliography and the archived colllections in research 

intstitutions help to define the Correspondence Art Network to the academic 

community but the shifting nature and diverse history of correspondence art will 

provide more areas of research for a long time to come. 
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Mail artists' networks collide, overlap, and merge.  Riene Shad Factory is 

a vital center of the French correspondence art network. At the same time, she 

connects teachers' networks to correspondence art.  Dragonfly Dream's networks 

ripple from her Koi network and links to breast cancer, tatooing, World War II 

planes, as well as mail art. These examples show the Internet as a more complex 

autobiographical canvas enabling artists to publish the multifaceted nature of their 

lives.  An artist's Web presence has the potential to be more complete than their 

presence in specialized zines or in an exchange of envelopes.  Although personal 

meetings facilitate an even deeper understanding between artists, the Web can 

provide representations of the overlapping networks in an artist's life.  When 

artists publish their own Web sites, they are in control of the elements used to 

depict all of their passions, including their passion for correspondence art.   

Redefining and new combinations  

The intersection of networks creates openings for new people to flow in 

through electronic links between the networks. As the next generation of 

correspondence artists flows into the system from the Internet, correspondence art 

is being redefined. Thousands of mail art pieces are turned into digital images. Art 

historical texts and new essays appear on Web sites.  People discuss mail art on 

message boards thus leaving written records of the generations of correspondence 

artists interacting with each other as well as with non-correspondence artists. The 

Internet now offers more examples of mail art than previous generations could 

ever access.  Members of the new generation are using this information to create 

their own construction of mail art. They publish their own Web galleries, express 
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their perceptions of old systems, and make contributions to new systems. They 

create new iterations for classic correspondence art concepts. For example, both 

Graphomail and 1,000 Journals are online projects that are mirror images of older 

correspondence art projects. Graphomail is devoted to any graphically altered 

mail, a description that fits most traditional correspondence art. 1,000 Journals is 

an add-to-and-send project with 1,000 separate journals sent to participants who 

sign up on a Web form. Another example is Nervousness.org that facilitates group 

exchanges of items called LMAOs or Land Mail Art Objects. LMAOs are sent to 

anyone who signs up. The objects are returned to their original owners after 

cycling through the list of interested collaborators.  Livejournal.com intertwines 

original artists' work on its message board realizing an ideal envisioned by Mark 

Block back in 1990. Increasingly, correspondence projects facilitated by online 

communities are entirely independent of the Correspondence Art Network. As the 

total content of correspondence art on the Web grows and includes more 

innovations by digital networkers, the recognizable aesthetics of correspondence 

art will change. 

Collective achievement 

New networkers will continually affect the distributed community of 

correspondence art and its intersecting networks because the basic nature of 

correspondence art culture is interdependent. Correspondence artists depend on 

each other for places to exhibit and for themes to interact with.  They constantly 

publish each other's visual art, poetry, and essays, viewing all acts of sending, 

receiving, and documenting as building blocks of the Correspondence Art 
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Network.  Correspondence artists see the network that they have built as a 

collaboration of gigantic proportions and lofty ideals.  Although the Internet will 

not erode this sculpture in the minds of the artists who built it, will the Internet art 

generations value the global sculpture built of ideals? New forms of 

correspondence art are emerging that are independent of the historical 

Correspondence Art Network. It seems likely that some artists will admire the 

network that the older generation built, but other artists will not even become 

aware of it, or will ignore the global sculpture altogether. New generations of 

correspondence artists will amplify their own ideals to create the next global 

pulsating sculpture of art and interdependence. Will there be commonalities that 

keep the bifurcating networks together as collage pieces of the same picture?  

Those collage pieces are still in motion and I will be watching for new forms of 

networked art to flow forth. 

The fate of correspondence art archives 

New layers, interconnecting networks, and redefinitions of 

correspondence art create a threat to traditional correspondence artists. One 

primary threat to experienced artists, such as De Decker and Held, is that the 

vitality of their networking art experience, as distilled in their collections, will be 

lost when they die. Without money as a valuing force, thousands of archives 

found in studios, closets, and garages will be tossed out of dead networkers' 

homes.  Heirs have no way to value mail art because it has been flying under the 

art market radar for generations. Unless the artist maintains a neatly organized 

collection, correspondence art usually looks unattractively messy. The casual look 
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of the archives and its uninsurable value will cause hundreds and even thousands 

of archives to disappear over the next generation.  

Older mail artists feel the weight of their lifelong activities. These artists 

believe the artworks they have valued and saved should be preserved for the 

future. Electronic formats offer an opportunity for artists themselves to digitize 

their collections and make them available over the Internet for research and 

apprecia tion by other artists.  By publishing on the Internet, correspondence 

artists hope to ensure that their art will be preserved after they themselves are 

gone. Of course, the security of individual web galleries is also in the hands of the 

heirs to maintain payment to the artist's Internet service provider. The archives of 

mail art around the world are in a precarious position, and the next generation is 

about to inherit them whether they value them or not. 

Geert De Decker has a strong commitment to publishing a complete web-

based database to his archive as a way to attract a research institution to house the 

collection.  John Held Jr. has begun to publish his archive contents on his Web 

site too.  Because some archives are already in the collections of research 

institutions, a representative bit of mail art is securely housed for the future. As 

technology changes the institutions will go through subsequent evaluation of their 

delivery of digitized objects to the public. The digital formatting of mail art may 

be a way to secure a record of archives around the world. The archives could be 

linked to each other and cross-referenced for an integrated and detailed profile of 

the history of the movement. Or the digitized objects of mail art may be lost in 

any of the iterations of technological  updates, Vigo's constant displacement, or 
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institutional changes in collection focus. There is an urgent need for collecting 

institutions to engage correspondence artists themselves in the analysis and 

cataloging of the available archives.  Only mail artists understand, at a detailed 

level, what each archive represents in its own contexts and in the context of the 

Correspondence Art Network. Mail artists' collaboration with research institutions 

will expand the understanding of mail art as a historical art movement, save the 

archives from destruction, and lay the groundwork for the next generation to learn 

about Correspondence Art from its masters. 

TRENDS AND PATTERNS IN CHAPTER 6 ARTWORKS  

Correspondence art is fun. Correspondence art objects are light and 

glancing with inflected meanings. They play with words, letters, icons, images, 

colors and styles. They borrow and warp; they steal and giggle.  In contrast, an 

artist interview is usually a duller form of information because many mail artists 

aren't writers. They don't write informative essays to express their ideas; they 

make postcards, poems, and performance. They use paint, printing, meeting, and 

performance to create small pieces of mail to encapsulate their ideas.  So the place 

to look for the mail art spirit is in mail art objects. The objects mailed to this 

collection give significant artistic interpretations of multiple ways mail artists 

view the Internet, even as they may struggle to integrate digital concepts into their 

artworks.   This section is an analysis of the trends in the artworks of chapter 6.  

Correspondence artists produce art objects knowing that their art will be 

exhibited with other works on the same theme. A mail art exhibition, the results of 

many minds and many hands, is a multifaceted meditation on a theme. The 
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exhibition's statement is a collage of ideas and styles, it holds together in the logic 

and aesthetics of correspondence art. This research follows in the pattern of a 

correspondence art exhibition because it is a collection of many artists' opinions 

to address many aspects of the same phenomenon. The artworks comment on the 

effects of the Internet on the artists' experience of their network. The first trend 

that emerges from the artwork data is the quality of interaction that each piece of 

correspondence expresses. 

Interaction in both nets 

Although interactivity is a word that is commonly associated with the 

Internet, interactivity is a basic assumption of traditional correspondence art. 

Correspondence artists interact by expressing a wide range of opinions and invite 

more opinions to create a collective art work. The collective work introduces a 

multifaceted view of ambiguous balances of art and ideas that interact between 

themselves and with the aud ience in the context of an exhibition. The works are 

also open to multiple interpretations by receivers, and are open to interactions 

upon originals.  Interaction is a common ground for traditional correspondence 

artists and Net artists. Interaction has already begun to serve as a basis for 

understanding and collaborative work between the networks as seen in Kiyoei's 

Caves of Doom and Dragonfly Dream and David Alvey's tourism card. Readers of 

this dissertation and viewers of the Clashing and Converging exhibition may wish 

to add their own interpretations and send responses to any participant in this 

collection. The conversation will continue on and offline.   
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Collective expanding artworks 

As conversations interactively proceed in the intersecting networks, 

computer artists and correspondence artists continue to combine media, images, 

and text.  In this collection, Janke, Gobel, and Boschi use collage techniques to 

combine several ideas onto one page.  Computer-based collages have much in 

common with mail art's traditional photocopied collage as depicted in Clemente 

Padin's graphic of a browser interface containing portraits of missing people. The 

most obvious parallel is that both types of collage use machines of replication. 

Collage adapts to the form of one e-mail or the form of a single piece of paper. On 

a larger scale, thousands of artists making millions of collective artworks over the 

decades build into a global always-changing artwork. This artwork existed in the 

minds of correspondence artists before the Internet, and continues to exist as 

digital networks are increasingly used by correspondence artists. As this collected 

artwork, filled with smaller collections, passes from mailbox to mailbox and from 

computer to computer the quality of the individual piece of art comes into 

question. 

Quality of the work 

Some correspondence artists who make artworks by traditional methods 

think that making art on a computer is a fast-paced activity.  The comments on 

Perez Herreras' card illustrate the notion that traditional mail art is a activity that 

takes more time than computer art.  Before the Internet was available to mail 

artists, intense discussions bristled with the term "quick copy crap" to describe 

mass produced mailings that were lacking in innovation, lucidity, or honesty.  
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Thus, "quick" is not a term just applied to the Internet.  It has been a derogatory 

term for artwork that mail artists don't value because the work does not extend a 

sense of sincerity or wit that mail artists appreciate, even if a piece of art is a 

copy. Artists without computer experience do not realize that creative processes 

needed to make computer graphics are the same as needed to make traditional 

artworks.  Nor do traditional artists appreciate the time it takes to acquire and 

maintain the skills in the always-shifting techniques of computer art-making.  As 

artists become more familiar with computers, the concept of digital art as 

automated and "quick" will change.  Some artists will still work quickly and 

others will work slowly.  Sincerity and experimentation will continue to be valued 

as the history of correspondence art becomes entangled with Net art. 

Continuation of art history 

According to Groh's statement, the Internet is a realization of speed that 

began its trajectory in art with the Futurists movement in 1909.  Several 

correspondence artists identify with manifestations of Futurism such as the 

appropriation of graphic from commercial printing, use of the mail, and a strong 

sense of community.  Baudhuin and Grundmann acknowledge their connections 

to art historical groups such as Fluxus and Dada by including these art 

movements' names in their own art works.  The most commonly recognized 

forerunners of mail art are Fluxus, Dada, and Futurism partly because they each 

used the postal system to distribute art to their members.  In fact, some Fluxus 

artists were, and are, mail artists. The earlier art movements, used the mail to 

communicate within their group, but rarely to outsiders. In contrast, mailed 
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invitations, open exhibitions, and documentation cycles of the Correspondence 

Art Network keep the art movement's borders open and encourage non-artists into 

its communication systems. The Internet accentuates this openness for Internet 

users and Net artists even as the technology leaves out non-technical artists. In 

this shifting landscape the permanence of the art is another issue that concerns 

artists. 

Permanence 

The permanence of digital or paper art is an issue that mail artists do not 

regularly consider in immediate creative moments.  The artists often leave 

concerns for permanence and records of correspondence art to a few who have 

organized archives. In this collection, Kiyotei expresses his belief that digital 

artworks will be on screens forever.  It remains to be seen how permanent the 

digitized records of the early Internet remain as generations of evolving 

technologies supercede each other.  

Identity 

In an impermanent and collective art environment another subtle theme in 

this collection is identity. Many members of the correspondence art community 

do not know anything specific about each other. They may know the other artists 

only through their names and copies of their work that appear in mail art 

documentation. Fingerprints and artists' names are the primary references to 

identity in this collection.  The fingerprint motif indicates individuality and hand 

work. The artists' names are often pseudonyms, such as Kiyotei and Dragonfly 

Dream, that artists use as identifiers in the Correspondence Art Network, and 
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more recently on the Internet.  The use of monikers in correspondence art and 

avatars on the Internet is a common strategy to separate a creative identity, that 

has complete freedom of expression, from an identity of the artist's daily 

experience.  Identity has become the equivalent of another media in the 

correspondence art network and on the Internet and is another commonality 

shared by the networks. The mailed and Internet identities often remain flexible 

until the artists meet in person. 

Meetings and tourism 

Networking extends online and offline in a flow of art and meetings. The 

card from Dragonfly Dream and David Alvey is an example of tourism that 

originated on the Internet. The artists' meeting does not carry the suspicion often 

connected to a meeting of strangers who connect on the Internet because both 

artists are familiar with the tradition of mail art tourism. The artists trust that the 

meeting is an artistic collaboration.  Although mail artists meeting in person has 

the frisson of personal meetings of strangers, the mutual respect built through the 

quality of artistic exchange lays a groundwork of sincere communication before 

the meeting ever takes place. Internet meetings are often fraught with suspicion 

because the Internet is a system that is full of well-documented thieves, sexual 

predators, and overly greedy entrepreneurs. Thus, there is a strong contrast 

between Internet initiated personal meetings and correspondence art initiated 

tourism events. Separate from the idea of meetings, the concept of touch appears 

as a surprising trend in the data. 
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Touch 

One of the most common themes in the collection is the idea of mail art as 

a form of touch.  The focus on touch is common to artists from several countries, 

both abstractly in the form of fingerprints by Grundmann and Nedev, and stated in 

words in the work of Groh and Gobel.  Why do these artists use the term touch to 

describe the connections between people who only touch each other by sending 

art works through the mail? To these artists touch is mail art created by hand to 

form original works.  But touch is also applied to art involving photocopies and 

zines. A card, package, or letter that is hand-delivered certainly involves many 

people touching the object.  The term touch has an emotional component between 

networkers that seems to be missing when the artists use the Internet.  

Correspondence artists keep in touch with each other and "Keep in touch" is a 

common salutation on letters between artists.  Many artists use the Internet to 

conduct business efficiently rather than to express artistic ideas.  They find the 

Internet is faster and more efficient but it does not replace touch. Even though the 

Internet does not replace touch, some artists have a positive acceptance of the 

Internet, while others are resistant, and others remain neutral. 

For, against and neutral attitudes toward the Internet 

Some of the artworks, such as those by Groh and Boschi, illustrate a 

tension that seems to be simultaneously for and against Internet influences on 

mail art.  Several artists use the abbreviation, vs to depict a contrast between 

traditional mail art and the Internet. Bauduin maintains a neutral stance.  Kiyotei 

illustrates continuity and a comfortable cohabitation between traditional and the 
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digital. Artists are reevaluating their habits of creativity to continue to network 

collaboratively in an expanding range of media. 

SUMMARY 

This collection illustrates correspondence art's flood of uncontrolled 

possibilities for contemporary artists in any medium. The small collection of 

interview, images, and visual poetry in this theoretical sample point to expanding 

variations in the day-to-day exchanges of correspondence art networking. Internet 

users will continue to bump into mail artists in their online lives causing cross-

over information to inform the possibilities in each system. As artists continue to 

experiment, new communications forms will emerge as technologies for 

distribution and interaction evolve and reach deeper into artists' daily lives. 

The trends identified in this collection can be compared to the trends in the 

TAM interviews to trace a trajectory of Internet influence through the 

correspondence art community. 

 Chapter 8: Conclusion 

The Correspondence Art Network had already been through several 

generations of artists who  implemented numerous technologies of 

communication by the time the Internet became internationally available.  By the 

mid-1990s art networkers had experimented with wave after wave of popular 

communication tools: mail, offset printing, photocopy, fax, tourism, personal 

computers, and increasingly used the Internet.  Because of their history with these 

media, some artists feel that they pioneered systems that are basic functions of the 

Internet. For example, the function to create distance-independent communities 
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seems like an old idea, already long practiced in the Correspondence Art 

Network, whose artists have been working as a distributed community for 

decades.  Beginning in the 1990s, correspondence artists used the Internet to 

expand their distributed community by creating digital versions of the most 

effective means of information distribution developed in their network. These 

digital versions include: unedited interviews, artist's statements, exhibitions of 

images on Web sites, conversations on message boards, and emails. These 

methods all have analogous counterparts in traditional correspondence art.  

Interviews were long established in zines and in the TAM project. Artist 

statements and image distribution were customary in exhibition documentation 

and in zines. Emails are parallel to letters, and message boards take on the 

announcement and publication functions of zines.  The electronic variations, 

together with their searchability on the Internet, create a productive and growing 

source of literature. This expanding literature provides sources of data to compare 

dynamics and values within the Correspondence Art Network.  The continuous 

analysis of the data brings into focus a number of themes from existing interviews 

conducted by Janssen analyzed in chapter 4, and the research conducted in this 

research detailed in chapters 5 and 6. I use grounded theory methods to 

understand research situations as they emerge. I apply theoretical sampling to 

chart a research course through a shifting field of traditional and non-traditional 

data as well as continuous information from the message boards.  The results of 

this research on artists' perspectives lead to a greater understanding of complex 
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influences of networked technologies on correspondence artists.  These results are 

summarized in illustration 30. 

 

 

Illustration 30:  Timeline 1950-2001 detailing effects of Internet and implications 
for future research 

Illustration 30 is a timeline divided into four sections: 1950-1994, the 

development and growth of the Correspondence Art Network; 1994-1998, 
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Janssen's interview project and a period of Internet integration; 1999-2001, the 

period of data collection for this research, and future research. Under the leftmost 

1950-1994 column is a list of the waves of communication tools correspondence 

artists routinely used before Janssen's interview project.  Seven tools are listed: 

mail, offset printing, photocopy, phone, personal delivery/tourism, fax, and 

personal computers. The next heading in the 1994-1998 era is "digital versions on 

the Web" with a list of five electronic communication forms that came into use 

during the years of Janssen's project.  The "digital versions" list contains five 

components: email, Web sites (built and maintained by artists or by arts 

organizations), online exhibitions, message boards (including list serv variants), 

and online auction sites. The left side of the chart shows the continuity of 1950s -

1998 systems such as mail/email, exhibitions/online exhibitions, and 

zines/message boards.  The central portion of the timeline represents the results of 

the TAM Interview Project from 1994-1998, and this research between 1999 and 

2001.  

The trends in the TAM research are grouped into two branches with the 

headings: Social issues and Artistic issues. The list under Social issues is: culture, 

cost, speed, danger, and expanding contacts. The list under Artistic issues is: 

physicality, more media, Internet as context, and impermanence. In order to 

understand the changes at the beginning of correspondence artists' use of the 

Internet to compare with my own findings I used grounded theory analysis of 

coding to identify the trends in the TAM interviews. The interviews themselves 

are presented as raw data on the TAM website. Janssen does not provide 
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interpretation of trends in the interviews other than his general observations 

published on the TAM website as thoughts and secret thoughts. Since the TAM 

project, the Internet has extended into the lives of more correspondence artists. 

Clashing and Converging research focuses on the Internet as a specific area of 

inquiry. Due to increasing use of the Internet and the focus of this inquiry on the 

Internet's influences, it is not surprising that there are more categories and trends 

in the later research. The resulting Clashing and Converging interview and 

artwork trends are grouped into three branches with the headings: Social issues, 

Artistic issues, and Art history issues.  The six trends under social issues are: 

expanding numbers, barriers to Internet integration, interaction, meetings, 

redefining correspondence art, and attitudes for and against Internet. The five 

trends under artistic issues are: paradox of speed, collective expanding artwork, 

quality, permanence, and touch. Finally, the three trends under art history issues 

are: networks intersecting networks, the fate of the archives, and art historical 

trajectory.  Although the identification and the comparison of these trends creates 

a broad representation of the dynamics and concerns in the Correspondence Art 

Network, there are four important areas for future research as depicted on the 

rightmost area of the chart under the heading of future research:  aesthetics, 

women artists, archives, and evolving networked art.  All in all, this chart shows 

the interrelationships of artists' strategies that have emerged during the history of 

the Correspondence Art Network. The artists and their works explored in this 

research represent a wide range of experimentation and this detailing of their 
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experiments and their attitudes will support other researchers' understanding of 

the influences of the Internet on international networking artists. 

IMPLICATIONS OF THIS RESEARCH 

Art historical and museum research 

Using this report alone, correspondence art collectors can use the three 

sets of trends to identify artworks that represent cultural norms of networked art.  

However, there is a much more vital and important resource available, 

correspondence artists themselves and their tacit knowledge of networked art. 

Correspondence artists have served the functions of authors, critics, audiences, 

and collectors for their own art movement for generations and have gained 

significant experience analyzing their own network. Because this research reveals 

the concerns of correspondence artists themselves, administrators of 

correspondence art collections can use this information to identify internal 

systems of the Correspondence Art Network. In addition, correspondence artists 

experts can be consulted to play a key role in the successful acquisition of 

archives and the accurate documentation of the archives' histories and contexts. 

This research can facilitate comprehension between research institutions' 

professionals and active correspondence artists; the resulting interactions will 

support collaborations to acquire, document, and contextualize correspondence art 

collections.  

Network and distributed communities research 

As new technologies enter the correspondence art community, some 

systems carry over from traditional methods, and new communication and art 
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making strategies evolve. If old strategies no longer continue to work they are 

changed. Communications researchers can use this research's categories of 

networking strategies as data points to compare to strategies in other networks. In 

addition, the artists' strategies and adaptations to Internet networking reported 

here can inform future studies of networked artists. These points of comparison 

are valuable tools for understanding technological influences on established 

communities. 

FUTURE RESEARCH 

Aesthetics  

For any creative person this is a permanent temptation; an unblemished 
envelope as a creative proposition.  (Campos, 2001) 

 

 The appreciation of any given piece of correspondence art depends 

on the meaning the piece has for the receiver. When received, an art work travels 

one of several paths: it is tossed in the trash, instantly fed back into the network 

without any additions, or it can be kept and treasured in an archive; however, its 

most fulfilling path is to be added to and sent to another networker. Artworks that 

are sent to other artists accumulate layers of interactions. For example, the 

additions on this well- traveled envelope tell a story of its passage between artists. 

(illustration31)  
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Illustration 31: Brown envelope with mail artists' interventions 
 91/2 x 12 1/2 inches 

I bring this envelope to all my presentations on correspondence art.  A 

projection slide of this example does not have the same impact that passing the 

envelope through an audience has. This brown envelope is covered with official 

and unofficial rubber stamps, air mail stickers, white out, addresses, hand writing, 

and postage stamps in a chaotic combination of symbols, words, and images.  I 

started the envelope in 1992 when I sent it to Dawn Redwood in England. 

Redwood added rubber stamp self portraits wearing a top with a large letter "t" 

with the words "is for" just below the "t" on the shirt. Below her feet is the word 

"shirt" to create the whole message, "T is for T shirt."  There are several prints of 
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President Clinton that says "Art, I did not inhale," two prints of a biplane made 

from envelopes with the slogan "airmail on the wing!" the German word 

"drucksache" (printed matter), two antiwar stamps, "war is not for us," and "war, 

do not recycle," Arabic letters, lip prints, a yin and yang symbol made from two 

penises, and date stamps from 1992 and 1993.  In the upper right quarter of the 

envelope are seven cancelled stamps from the USA, England, and from Germany 

where Peter Grosse sent the envelope back to me.  There is a note on the back of 

the envelope that it is time to start using the back side, but I have yet to send this 

envelope back into the mail.  This envelope is one of the pieces of mail art that I 

saved because I think it is beautiful.  It will become even more beautiful when I 

send it to another networker.  Accumulated statements and symbols by individual 

artists added to the markings of international travels are key aesthetic elements of 

correspondence art.  The postal marks, the franked stamps, the stickers of bar 

codes, and the bent corners acquired during the physical travels are also part of 

the aesthetic patina that attaches to mail art as it passes through the postal 

systems.   

In contrast, email art is an abstract code of information that is strictly 

reinterpreted on a computer, pixel by pixel, as it was represented on the computer 

from which it originated.  Since such a digital original can be sent to hundreds of 

contacts at once, some of the artists interviewed felt that mass distribution of 

email art lowered the personal meaning of the communication. This tension in the 

aesthetics of networked art and its collaborative products is an important area for 

future research. 
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Women Artists  

The research in correspondence art history has been done mainly by men; 

often the stories of women are not told. There is a great deal of work to be done to 

recognize the contributions of women throughout the history of correspondence 

art and recognizing contemporary women's work.  Observation of the message 

boards proves that, in an unedited state of interactive participation, women artists 

are significant contributors to the conversations. Researchers should use flexible 

methodology when working with the women artists. For example, when I asked 

women artists to answer the questionnaire, there was a reluctance to answer the 

list of specific questions. When this reluctance became evident as a trend, I was 

surprised because I am a woman and a correspondence artist as well as a 

researcher.  Encouraged by grounded theory methodology I tapped into my 

creativity to ask artists to send a week long journal of their mail art activities that 

included reflections of their use of the Internet and the mail.  This strategy was 

successful and I received journals from Jean Kusina and Carla Cryptic that 

provided answers to my questions in a journal format. 

Fate Of Correspondence Art Archives 

This research reveals a pressing need to protect correspondence art 

archives for future generations.  These archives not only contain material that is 

central to the understanding of the correspondence art movement, they also 

contain data points of networking dynamics that can be used in research about 

other distributed communities, for example, distance learning courses in 

education or communities of practice in corporate communities.  Archives of 
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correspondence art provide rich areas for original research and their acquisition 

for museums and research institutions should be a high priority. 

Emerging Networked Art 

The natural progression from mail to Internet that Cracker Jack Kid 

expected to happen quickly is happening for some artists, but not for others. For 

some, "low-tech" mailed art is going to remain the predominant form of 

correspondence art well into the future.  No one can count the pieces of art 

exchanged either by postal delivery or by email, so all we can do is ask the 

participants about their changing experiences in light of their use of the Internet.  

The Clashing and Converging 1999-2001 interviews and artworks add a data set 

to Ruud Janssen's 1994-1998 TAM interviews.  A research study about the 

networking art in another 5 years will provide additional information to compare 

with both the 1994-1998 and the 1999-2001 research.  Future research will sketch 

a trajectory of correspondence art through the beginnings of the Information Age. 

CONCLUSION 

Over the years correspondence artists carved out a fairly stable system 

using the postal service to interconnect an international community.  Although 

artists publicly state the community is open to all, the system has barriers to entry. 

One barrier is personality type; correspondence artists tacitly agree to give away 

their art, make documentation of any exhibition they organize, and not pass 

judgment on art works sent to them. With the increased saturation of the Internet, 

there are fewer steps to a novice entering this community. The primary effect of 

the Internet on the correspondence art system is that more people see more 
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examples of mail art, enter the system and thus change it. This report documents 

the stories of experienced artists as these changes are taking place.  

This inquiry examines the social and artistic dynamics of networking 

artists who are facing complex aesthetic and political challenges of integrating 

networked technologies. The Correspondence Art Network holds exciting 

research opportunities for scholars in art history, museum studies, and 

communications.  I hope that continued research and analysis into these creative 

networked systems will serve to protect the correspondence art archives, increase 

our understanding of a long- lived art movement, and provide strategies for 

successful implementation of distributed communities.  
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Appendix A Letter to Mail Artists 

LETTER TO MAIL ARTISTS FROM HONORIA 

I wish to thank all of the mail artists who generously contributed interview 

answers, publications, and, of course, pieces of mail art to this research.  I deeply 

appreciate your generosity in sharing your knowledge, experience, and artworks. 

This document is a research study, not a documentation or catalog of the Clashing 

and Converging exhibition. The interviews and artworks in this study were 

selected for one of two reasons: either the work represents a significant trend in 

mail art today; or it represents a new form that may predict a future shift in the 

practice of mail art.  From the 35 interviews conducted 11 are included in this 

report; from the 167 pieces of mail art received 17 are included.  The selection 

process is not a jury selection.  I used research methods of grounded theory 

(Chapter 2) to code all the art works and interviews in order to find patterns and 

trends relating to artists' uses of the Internet. Examples were selected because they 

represent patterns appearing in one or more of the interviews and in one or more 

of the mailed artworks. In addition, the selected artworks comment on the ways in 

which correspondence artists respond to the Internet. 

The Clashing and Converging exhibition has a separate documentation 

that follows the mail art traditions of no jury, and documentation to all. If you sent 

work to the Clashing and Converging mail art collection and did not receive 

documentation please contact honoria directly.  



 211 

 

Appendix B Interviews 

ANNA BANANA PILOT INTERVIEW SEPTEMBER 16,  2000 

Pilot interview: Columbus, Ohio  

Your Mail Art name: Anna Banana 

Your email address: a_banana@sunshine.net 

Your postal address  

RR 22 

3747 Sunshine Coast Highway 

Roberts Creek BC VON 2W2 

Canada 

 YOUR PERMISSION to publish your responses. I give my permission to 

use my responses to the questions on this form in honoria's (Madelyn Starbuck's) 

University of Texas at Austin doctoral dissertation data and published 

dissertation.  Yes   

I am interested in being contacted for a personal interview about 

comparisons between Mail Art and Internet artistic issues. Yes  

AB:  One of the things I'm developing in my own thinking about it and 

also for the purposes of writing is making a distinction between what we know of 

as "mail art" which is this networking, collaboration, exchange and what I'm 

started to call "postal art" which is art that uses stamps envelopes etc but is not 

about networking and making connections, like for example, I don't know if I 

talked to you last night about this group, I'm loosing track of who I've talked to (at 
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the congress) but  my latest assignment for Rubberstamp Madness is to write an 

article about an exchange group called Brain Waves, and this is a limited 

exchange.  They want quality work.  It's rubberstamp based and the emphasis is 

on quality work so the emphasis is on the product, you know, making nice 

imagery and not so much about the concepts the ideas and the connections 

between people. And I know of other people who have done things like that. 

Michael and Michael, Hernandez and I think, the other one's name is DeLuna. Or 

maybe it's Hernadez, DeLuna -- Michael Thompson.  They both make artist 

stamps and they mail stuff to themselves using their stamps and then they sold the 

stampsheet and the envelope with the cancelled stamp.  This is "postal art" it was 

not mail art, because it's using the postal forms but it's not about the networking.  

They didn't even know there was a mail art network.  And there are many other 

people who have done like I hear lots of stuff like decorated envelopes, OK that's 

part of mail art.  I don't know too many mail artists who don't do something with 

their envelopes, right, but it isn't, that's not what the emphasis is. And then there is 

these sort of limited exchanges like there was one called the Catilin art group that 

was doing a take off on Nick Bantock. And again, it was a limited group and they 

were imitating Nick Bantock's style, right? So yes, they did make exchanges, the 

same as I see stuff in Rubberstamp Madness where people advertise in the back 

where they say, "Send 10 postcards and a dollar and I'll send you back." And I 

find myself thinking, "Wait a minute, you pay the postage to send your ten 

postcards there and they want you to send a dollar so that they can send you back 
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something. That's strange." So from the perspective of the free exchange, I think 

maybe you send me something maybe you don't. 

H: What's the dollar for? It doesn't pay for 10 postage that would be $2.00. 

AB:  I know it is $2.00 there's that sort of emphasis on the product on the 

stuff that's being exchanged and not on the experimental communications that the 

sort that I see as originally that's a very, what's the word I want -- critical of the 

mass media, critical of the mass culture, consumerism, and so on. I don't see any 

of that in what I in Rubberstamp Madness.  I don't see anybody criticizing the 

system or like that.  So I want to start making a distinction between that, because, 

obviously these people are using the postal system and they want stamps and so 

on. But  it has a different -- it's coming from a different place and it has a different 

kind of emphasis and I want to start .. I think that's going to come out in this 

article I'm going to write, the BrainWave Exchange. I think I'll introduce that term 

and that concept. I know Enrico told me that he mailed a bunch of stuff to 

himself. What was he doing? I forget what he was doing with his envelopes, or 

his stamps but it was experimenting and being provocative of the postal system 

but it wasn't the networking thing. So you know I think that's something I want to 

talk about and I think that's come out of my emotion about what's happened with 

mail art is that it became so big, because first of all with the magazine File, which 

suddenly went from maybe there being a hundred people exchanging to maybe 

five thousand or something like that. And then they just backed off mail art and 

went off on another direction.  But what's happened is it's gone and then of 

course, Rubberstamp Madness just abandoned  this whole theme. Their 
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explanation is tha t they've got problems with -- I mean they are circulating 30,000 

or their magazine and they each have little mail art groups, rubberstamping 

groups, and so I see it as dividing into streams, and that people who are doing 

rubberstamping stuff forming one big stream.  I feel this personally because it was 

too much to deal with everything, I focused into the artists' stamps stream.  And 

then there are people who do audio art and audio experiments. There's that guy 

there in Austin, that bald guy, Michael somebody, he's doing audio art. And audio 

experimentation in a tape exchange. And then there's all the means that people are 

doing, all going off in different directions, and you can't do anything about it-- 

H: And mail art like evolves into like the streams you are saying. These 

different systems evolve and move out on their own. And as a general movement 

it's just seemed to organize itself almost from the beginning.  I've been trying to 

think about the different distribution systems because that's pretty much what the 

Internet is. And so what takes the place of in my mind is the postal system, you 

know people who want but it's got its own set of qualities. 

AB:  With the information that you need to participate. So you get the 

theme the size the deadline, if the re are any restrictions, etc. etc. I don't find 

myself moved to respond to that kind of information, even though there might be 

a theme there.  I guess it was with Judy. I was talking about this yesterday…is the 

piece, the envelope comes through with the person's handwriting or whatever and 

something that is directed specifically to me and I don't necessarily respond 

because there's just not enough time to respond, there's so many people who are 

working with projects and with shows that -- that's another of the big 
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transformations in the network that I'm not particularly thrilled with. I do 

participate in some, if it moves me, or if I get inspired boom, I do it. But it's very 

different from the one-on-one exchanges of the sorts of things that Ray was doing.  

And I've always enjoyed that one-to-one kinds of relationships, so I don't know 

where I was going with that other than shows them selves are a very specific 

development but Ray's the one first show was the Whitney show and I know that 

the image bank people put on a postcard show at UBC in I think the same year as 

the Whitney show, in 1970. They were few and far between in the beginning and 

now OK, now I know what I was going to say.  The difference between the 

Internet information and that somehow personalized invitation that comes in the 

mail, from the person who's doing it there's more invested by them than that 

mailing that's come to me in my mail box than there is in this list of information, 

and because there's so much, I don't really pay a lot of attention to the list because 

first of all I have no great drive to go into shows.  I've got other things involved in 

my life, you know I've been involved with mail art for thirty years. I'm much 

more interested in the one-to-one things.  I do do some shows. It's just like that 

instant thing. But it's usually in response to that thing that have come into my mail 

box rather than on the Internet.  I can't read it all! First of all, the other things 

that's happening with me is that my computer and my Internet connection.  I deal 

with it in the morning this is my work time for my business, whether it's writing 

or promoting -- trying to get a show somewhere -- or whatever.  It's to do with 

how I make a living and I want that time to be focused on that activity because 

I'm single, I have a mortgage, I don't have a pension…I have never worked at a 
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job where I had a pension plan, like Patricia told me that she's going to retire and 

she can live on her retirement, well I can't do that. 

H: I can't either.  

AB:  And I bought it and I have this mortgage and I want to keep my 

house as long as I can, I love it. So I need to concentrate on how that finances are 

happening. And that usually takes, my usual working time is from 9:00 til 2:00 in 

the afternoon, I break for lunch, if I have to go to the post office then I do errands, 

work in my garden, you know, do other things. So mail art, if it comes in on the 

Internet is coming into my work time and it's not financially viable thing to be 

doing so it kind of gets. --  sometimes if I see something that really tweaks my 

interest then I'll print it out and put it on the stack that I might get around to doing. 

H: You know we are getting into an area where I'd sort of like to actually 

follow this pattern here because that way -- I'm going to have someone else 

transcribe this (ha ha that's what I thought)  

AB: OK, Anna Banana 

H: Is that your real name? 

AB: Yes. 

H: Do you give me permission to use your responses to these questions in 

my doctoral dissertation? 

AB: I do. 

H: This is a preliminary interview so I'll be doing follow-up interviews, so 

would you be interested in becoming a follow-up interview? 

AB: Yes, I would. 
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H: OK, and briefly I'd like to know your experiences in networking art.  

How many years have you been involve in mail art? 

AB: Thirty 

H: and how many years in Internet based? 

AB:  I've had the Internet for four or five years, something like that but no, 

less than five because it was when I move to the coast. Maybe four years I've had 

Internet access. 

H. Why did you build a website? 

A: Largely for my business, again, it's the money. I’m on it my custom 

artists' stamps, workshops, lectures, curatorial services and so on. 

H: Cool, OK you present -- describe your current involvement in mail art -

- so you've been doing that so I can probably cut and paste what you've already 

said, but if you'd like to condense and summarize you current involvement that 

would be great. 

A:  Well certainly less than it was say in the 70's.  In the eighties I actually 

tried to quit. I stopped doing it for two years and then I published my book about 

Vile. And of course the only place for it was the network so I sent it out to people 

and that got the ball rolling again and so then I made the Banana Rag into a mail 

art zine more than a banana zine. And then in '88 I started doing the international 

art post with the idea initially of making color printing accessible to artists and I 

was charging what it actually costs, what I had to pay for the thing and it was very 

cheap in the beginning and then I realized how much work was involved. It wasn't 

just pasting the thing up and getting it printed but all of the communications about 
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it and one guy demanded a refund.  He'd done something like twelve stamps 

because I hadn't taken his pasteup lines out or something.  I early on realized, I 

can't do this for free. This is work so then I started charging and then in 91 I 

changed the Banana Rag to artiststamp News and I did that for eight issues and 

then I realized a month of work. I had enough subscribers to pay my printing and 

my postal costs but nothing to put in my pocket for my time.  Then I'm looking 

into the time I could, I moved into my house and tripled my housing costs.  I'd 

had a deal in Vancouver, one of those sweetheart deals where I lived for 

practically nothing compared to what most people were paying for housing.  So I 

got to that stage and I said, I just can't do this and was going to just quit it and Ed 

Varney said, "Oh it's too good to just let it go. I'd like to take it on." And you 

know the story there so from that point on, my involvement has been much more 

minimal I still send things out  to individuals.  I have certain people who collect 

bananas for me.  And when I get banana stuff I try to respond to it right away 

because I want to let them know tha t A. I got it and B. I appreciate it. So there's 

that sort of communication going on and outside of that -- occasional show if it 

tweaks my interest.  Like recently, I can't remember one of these shows I sent to 

recently but I have done recently.  The one thing I have picked up on is the 

Vortice from Argentina and I did seventy original pages. I had a ball.  It was like 

play, because I'm so busy working away at things and I do my play, my art and 

things in the evening. I usually take them upstairs. There's a division between my 

studio, work and of course when I'm doing big pieces I work down there. But this 

is mail art, this is frivolous and I'm having fun and I take all my stuff upstairs and 
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have a big mess all over the house for a while.  And it took me probably two 

weeks to do these pieces because I did them in a series of stages. I didn't just do -- 

I photocopied -- I did this piece called "what's wrong with this picture" and talked 

about how the director gets paid, the curator gets paid, the gallery center gets 

paid, the janitor gets paid, and then there's the grants blah blah blah everything 

gets paid, and there at the bottom half is this x and the artist is asked to send their 

work at their own expense -- the artist pays and all the things that the artist pays 

for.  The fact is that here we have a gallery system everywhere where everyone 

that's involved on the staff of the gallery is paid but what the people are actually 

coming to look at, the artist is paying, and the artist is the one who doesn't have 

any income to begin with.  So this is a big issue for me and there was a show in 

Chicago there's a thing called, the Chicago Columbia College of Book Arts and 

they had a show called pages, and part of their invitation said that they were 

expecting a lot of visitors to come through this summer that enthused to see your 

work. So for this privilege, the artist pays. So the type had gone big to small and 

small to big so that the bottom line is "For this the artist pays." And then I took 

those and made a bunch, I made 80 copies on good paper, on heavier paper and 

then  I went  and stamped foiled and rubber stamped. A big rubber stamp I used 

said, "censored." Censored. Censored. Censored. 

H: That must have been fun! 

A: It was! (Laughter) I had a ball doing this whole thing.  Then I laid out a 

bunch of tools on top of them like I covered my whole table area with these sheets 

and I put out everything that had a nice form like scissors, and pliers and kitchen 
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utensils, you know, things that were identifiable, and sprayed with one of those, I 

don't have an airbrush (unable to hear) I have some of those fabulous Dr. Martin's 

concentrated liquid watercolors. So I sprayed them all with those, and then what 

else did I add to them?  I did a rubbing, I had a coin, I had no idea about this coin.  

I just went and got a bunch of coins I have in this roll.  One of them said, "no cash 

value."  So I rubbed, did a rubbing on all the pieces and then I did a little collage.  

I took some of those Ray Johnson bunny heads that  were to all these different 

names and I just cut them out really close and put them on as a stamp. Oh, I'd 

drawn around each of the instruments that I had put on to them.  So there was all 

this layering to it.  I had a great time doing it and sent them off to Vortice.  Made 

some color copies before I sent them.  I hope that they got down there. I hope they 

got in the magazine, but I haven't heard anything.  

H: How long ago was that? 

AB: Probably, at least, two or three months ago.  

H: I think that's probably going to be about the right time. 

AB: I hope so.  I think it was in June that I sent them and I remember he 

sent me a reminder of the deadline and I said, "They went out airmail," before I 

had received his reminder.  And let me know when they come and I haven't ever 

heard anything from him. 

H: He does email right? 

AB: Yes, he does, or he has access anyway. Vortice, I don't know if this is 

in his home, or if this is a group of artists. 

H: I think it's a group. They definitely have a pretty sophisticated website. 
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AB: I haven't looked at their site but I know they wrote recently with 

another invitation. And nothing about this.  It's called A+C, it's a little publication, 

and I have received one in the past, that's partly why I thought it was OK to send 

something because I knew they were…because I knew they had done this, these 

issues.  

H: I feel that they are solid. 

AB:  I think so to, that's why.  So like I said, I do do things but my choice.  

The other thing I've done things for is PIPS.  

H: What do you mean? 

AB: You don't know PIPS?  It's amazing it's German, and it's a woman 

who puts it together which is one of my reasons for doing it and it's called the 

PIPS data corporation and she does boxed books. And she has, I think, three or 

four themes a year. And you can do anything on that theme, and she has boxes 

made. The thing that it all comes is probably, I don't know, how would you say it.  

It's about a foot by a foot and a half or something, and it's a big box.  It's maybe 

that deep two or three inches, and within tha t there are other boxes there are 

objects, there are prints that people do. She wants originals so you know you 

might do a number of -- 

H: How many do you send her? 

AB: It was by the year in 1998 you send 98 pieces and in '99 you sent 99. 

Now I don't know what she's doing in the zeros. Because she's received awards 

for this publication and she's been doing it for a while. I probably got maybe four 
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or five editions that I've participated in. So I'm very selective and the other is the 

one-to-one.  I don't do many shows. 

H:  All right, so my next question is can you describe your involvement in 

Internet networking or Internet art? 

AB:  I would say largely my involvement with the Internet has been in 

communications with other mail artists some discussions about mail art and also 

in terms of writing articles. I've used it very much to sort out whether the 

information I have is correct.  I've run things by people.  Like when I did the piece 

on Frank and Witta Jetson in Denmark I was able to email it to them and have 

them look it over and make comments on it so that I felt like I was really 

representing them properly.  So that's my main use of the Internet in terms of mail 

art.  I don't know that I've any shows that have come through on the Internet.  I've 

printed out a number of them but I never seem to catch up on all the things I need 

to do and I've had discussions with you about that guy Purcell and with Dragonfly 

Dream Baroni. Baroni is publishing now a book on artists' stamps and Jim Felter 

did the bulk of the writing.  Jim ran everything by me. I'm sort of the consultant to 

the book. So I made suggestions and corrections and things in Jim's text and then 

Baroni recently sent his introduction to the book and I gave him, you know, 

critiqued his writing because he's inclined to go on and on in sentences, 

paragraphs and sometimes I had no idea what he was actually trying to say so I 

critiqued it.  I was involved in that way. So there is a lot of discussion about mail 

art that goes on that as far as participating in shows, like I said to you earlier, I 

find the Internet invitations just don't do very much for me. And it's so much 



 223 

information.  You get these lists and it's twenty, thirty, fifty shows or something. 

I'm just not interested.  I've got too much. I feel that's…I see the ads for  the 

internet and they show these guys and their hair is blowing back and it's like how 

fast you can go and I say, "I don't want to go that fast. I'm already going as fast as 

I can." I'm that involved.  And the other position that I've come to recognize in 

myself is that I don't consider art visually sent by email to be mail art.  And I 

recognize what I like about mail art is the actual stuff, the envelope, but that's not 

the only thing but in terms of the difference between Internet and mail art. I like 

the thing that comes in the envelope, I like the envelopes, the handwriting and 

that's the personal touch and I don't get that with invitations that come on the 

Internet. There's no personal touch, I have no feeling for that person and how they 

are in the world and so it doesn't get to me in the same way as the actual hand 

written…so that's -- it's limited but I'm definitely using it and I'm interacting with 

mail artists. 

H: That's a good answer, that helps me. So as you know I'm targeting 

people who have real mail art network involvement and experience with 

networked computers and you are one of them, so briefly describe your 

observations, I'm going to do a little comparison here the values,  I'm going to do 

number one that you find in mail art and the second part of that I'll ask you 

Internetworking, so just start with the values that you, maybe just one or two, that 

are key to you in mail art. 

AB: I'd say the big on is the feeling of finding a community where I don't 

have to explain myself, that the other that I interact with, we share values without 
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having to necessarily go into great discussions about them I mean sometimes the 

discussions happen but there's the thing about the sharing, exchanging, trust, 

creativity, experimentation.  All those things are values that are in the mail art 

network and the sense of community that has come out of it.  I've lived in some 

fairly isolated places, like when I first started mail art I was living outside a town 

called Souk on the coast of Vancouver Island. I was being the town fool of 

Victoria and it was a real uphill climb because people either thought I was 

brilliant or they thought I was crazy. 

H: What's the town fool of Victoria? 

AB: The town fool of Victoria is just something I invented to do as a way 

to try to break my isolation as really the bottom line of where that came from. 

H: Was it through the mail or was it in… 

AB: No, I didn't know about mail art. I presented myself as the town fool 

of Victoria. I announced it with little flyers.  I  went into the city and set up these 

card table in the square and there I was.  I was the town fool and it was pretty 

wild. And through that I started publishing the Banana Rag because I realized that 

people didn't realize what the hell I was doing, who I was, what was this about? 

So I started publishing the Banana Rag which probably didn't explain anything 

really to anybody.  It was very naïve, I mean talk about naïve artists.  I look at it 

now and it's like "Oh my God, how could I have ever published that thing?"  

Because it was hand lettered and it was all curlicues and stuff. But through that, I 

mailed that to some of my artist friends in Vancouver.  And what came back is the 

Image Bank request list which Michael Morrison and Peanut and the guy who 
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actually sent it to me was Gary Lee Nova and they were into the network and 

here's this list of names and addresses of artists and what kinds of images they 

want.  "I don't know what this is but I'll try it."  And I did made out envelopes to 

all the people on the list and I had all these old magazines for collage and I made 

a bunch of stuff and pulled clouds for this person, lips for this person …(?) and 

sent them off with the Banana Rag and said I want anything about bananas. And 

boy did my mail box light up.  It was just like WHEW! I was instantly hooked.  

What I was trying to do with the town fool was connect with people but what I 

found was happening was they either thought I was fantastic in which case they 

sort of stood back in awe, or they thought I was crazy, and they stood back in fear.  

You know either one or the other but there was no sort of middle ground, so I still 

didn't develop community that way. But suddenly this thing, sending these things 

out gave me -- people who just thought nothing of what I was doing I mean they 

accepted it without thinking one way or the other. It was just one more artistic 

practice, I suppose. So that is the big value for me was that connection and feeling 

like I wasn't isolated. 

H:  That is good!  That is really good! That's plenty for what I need and I 

want you to think about your observations about your use, just like you did with 

mail art of your observations of the values you find in the Internet. 

AB:  Internet?  As I've said it has the same elements, but I've also used it 

professionally, with the writing of things, where I could clear signals with people 

and gather information and also in making arrangement.  Like I was going to Italy 
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to set up like Judith and I went and so we communicated about how, where, when 

why. 

H: So the values you find is more like expediting practical kind of things?  

It's efficient. 

AB: It's efficient and I have had some interesting discussions on the Net 

with you and with Dragonfly about whether we both answered everything that we 

had and what do we do with the stuff that we don't answer, and those kinds of 

things, but I have tended to limit my use of it that way because I don't want to 

spend my entire life in front of my computer.  And I do use the computer and the 

Internet in my business. 

H: I'm interested, just in the process of this interview about -- I've taken 

values separate from attitudes. I'm not quite sure if this is the right thing to do 

because values and attitudes are very similar so I think I'm going to take attitudes 

out or I'm going to collapse them into one.  I'm just going to say values I'm not 

going to say attitudes at all.  I'm going to take number two out.  So I'd like for you 

to -- do you notice any similarities, you just mentioned some, but just tell me 

three similarities between mail art and internet. 

AB:  One of the things that I've viewed about the Internet networking is 

that I've always thought of it -- that mail art was the precursor to the Internet.  It 

operated on the same kind of assumptions that you could connect with people 

who had similar ideas and values or interests, and you didn't have to know them. 

And this to me is one of the big differences to me.  People say, "Oh I know about 

mail art, I used to send decorated envelopes to my auntie Sally." Well, you know 
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that's not it because Auntie Sally is a known.  Whereas you're sending in the 

network, whether with the Internet or with mail art you're sending to people you 

don't know and it's a way of opening doors and getting to know other people and 

sharing values and ideas.  So both of them are good for that.  That's probably the 

main one, that it just expands your realm of communications, and therefor you're 

not so limited to the immediate here and now who you've got access to. 

H: And on the other hand, we'll go to the differences. 

AB:  I guess the big difference is the mode, the media that you use.  

Obviously with mail art you're working with paper, pens, stickers, rubberstamps, 

artists stamps any of those things and you're actually creating a message on paper 

of some kind, whether it's visual or verbal or both. I also value the process 

through which it goes; the stamps and the postal service, and the cancellations and 

all those things so it's a material medium. Whereas with the Internet you don't 

have that personal hands on.  You're operating electronically through a computer 

and it's much more impersonal, even though the words represent you much more I 

feel, partly because I really don't know what to do with Internet images.  I guess 

that's part to do with the fact that I just feel so swamped with all the stuff I already 

got that I can't really…  I don't have a good printer and of course most images 

come as jpeg's and you can't print them out anyway.  So I wonder what do I want 

this stuff for?  You know maybe somewhere down the line I might develop and 

interest in comparing those images that swamp so those are the biggies. And I 

like, even though my life is complicated by the stuff I have with mail art, you 

know thirty years, I've got a huge archive. It takes up a lot of room.  I don't know 
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what to do with it.  I'm thinking about that now but with the Internet, it's more the 

verbal stuff. The images, I just don't know what to do with them, so I usually nuke 

them after I look at them.  What do I want this photograph of Morandi doing a 

performance? 

H: Does Morandi send you stuff? 

AB: Yes, I visited him when I was in Italy, not this time but the time 

before. 

H: On that Ponte Nostra, or something like that? This is getting away from 

the . . . 

AB: It's a small town, sort of up into the mountains.  Their land is amazing 

because they look out onto this sort of pyramid shaped mountain that's like right 

across the valley from where they are. It's a very tiny little town but it's not far out 

of Bergamo. 

H: Well that kind of leads us into the next question because I sort of want 

to start to think about the future.  I want us to put out little feelers into the future 

and so I'd like to know what your personal direction is.  You have mentioned this 

several times.  Little things that you plan to people look into the future of their 

lives all the time. So for the purpose of this interview I'd like to know your 

personal direction in the near future as a mail artist. 

AB: I can't say as I have formulated a plan. I do know that I writing and I 

want to write more. With these articles I've done for Rubberstamp Madness I see 

that as a preliminary works on a book. And it's a great way with that little bit of 

money dangled in front of my nose gives me the incentive to do it, otherwise, I 
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think about it a lot but I don't actually get around to doing the writing.  So I would 

like to put out my view of what the mail art and it's values and some of these 

things and the people that I have connected with and what I've found incredible 

about it. And I intend to keep up my connections and I have the banana collecting 

side of it.  I don't know if I mentioned to you PLG, whose name is Peter L. Grosse 

in Germany for a period of at least five years, he sent me everything he came 

across in the German media on bananas.  It was phenomenal. It was like what the 

heck is going on with Germany.  When I think of Germany -- I don't think of 

bananas when I think of Germany. I mean it seams almost contradictory in a way 

because bananas are tropical, exotic, fun, funny all the things that you don't 

associate with Germany. As Dr. Anna Freud Banana into the new German banana 

consciousness. And I prepared tests; I did the Rorsach (spelling?) banana peel test 

which was banana peels on cards on a black background and a form for them to 

fill out what it was. Translated everything into German.  The other one was like a 

MMPI.  I took about 200 items from the MMPI and put bananas in about half of 

them.  I change them, wherever it says "Whenever I come into a room full of 

people I feel very nervous," I put whenever I come into a room full of bananas I 

feel very nervous.  So half of them were just straight. And I changed the scoring 

system on them, but I made it in the computer very professional look, totally like 

the scoring sheet for a real psychological exam.  And it was the personality 

inventory for banana syndrome. And I took that and through my connections I set 

up a tour of Germany. Put the show on.  All the material that PLG had sent me, I 

blew it up with a Canon laser if it was color; newspaper stories and I had about 



 230 

110 pieces.  I laminated them had grommets put in them. I took that show to eight 

different cities in Germany.  Put the show up in the gallery.  At the openings I 

wore my lab coat for the specific research institute, my clipboard and I made 

appointments for people to come back and do the tests, and they did.  So through 

Germany I also did some person in the street interviews out of that.  The hilarious 

part was that I studied German at the Goethe Institute so that I could ask the 

questions but I had no clue what people were saying. (laughter) So it was really 

weird so that's how I plan to continue using interactive with the network but that 

things occur to me out of the material I've got. 

H:  I just want to mention here tha t you have mentioned something about 

your archive. 

AB:  The archive, I would like to try to find a place for it.  I'd like to be 

involved at least in some aspect of the cataloging of it, having done, cataloged 

four hundred pieces.  It's pretty deadly process. 

H: It's not mail art. 

AB: No, it isn't. It's very tedious and maybe the national… I tried to sell it 

to the National Postal Museum but they wouldn't go for it.  But maybe it will end 

up in the Vancouver Public Art Gallery. So when the mail art comes in, the 

banana stuff.  Generally I send a post card or something. I separate it out right 

away and that goes into the banana files.  I also now separate out all the artist 

stamps and the correspondence related to it, so that's a separate little archive of its 

own. The banana stuff and then the rest of it well now I've been separating out the 

printed matter and the catalogs and so on and made up a library.  And then of 
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course there's all the correspondence.  I mean it's overwhelming. But I'd would 

like to place that in an institution, or have that arranged before I go.  As I said 

when I turn 60 I maybe better start thinking about where it's going to go and 

who's going to get it and is it going to work.  Because I don't want it to just go to 

the dump. 

H:  So you don't really consider yourself an Internet artist but do you see 

any change… what's your personal direction for using the internet as the internet 

becomes more saturated throughout the world, it's getting easier for people who 

previously didn't have access.  That's been a problem and a barrier for mail artists, 

but for just your own work do you feel yourself changing into the internet. 

AB:  Not as a mail artist.  I don't see the Internet as a mail art process even 

though I communicate with mail artists. But I see it much more to do with 

information and verbal exchanges with people, discussions and values and so on 

and like I said checking information on writing. 

H:  Yeah, I think we've gone over that pretty much.  And I think I'm 

learning from this process talking to you.  I think I'm going to take this present 

thing and take these out because they don't really lay the groundwork.  You can 

lay the groundwork right here.  I'm learning. 

AB: With your first questions, yep. When you say your opinion on the 

general direction of mail art, that's different  than my personal direction of mail 

art. 



 232 

H:  I think I don't want you derive -- you get personal experiences and 

then you derive general by comparing  a bunch of personal experiences across the 

board. 

AB:  I don't know I have notions about the general directions of mail art 

that doesn't necessarily say where I'm at in it.  Like we talked earlier about …  

H:  No no no, it wasn't those questions I was going to take out it's these.  I 

want those in.  The describe your involvement in mail art and in Internet kind of 

overlap with the similarities and differences and personal direction questions on 

the other side. Those are duplicate concepts, I'm just asking your opinion here, I 

think they are better placed in the flow here? 

AB:  Yeah, I would say so. 

H: 'Cause, I realize you are saying the same thing and I already know the 

answers to these and I think it would be better to put it in here. Thanks.  

AB:  That's right, I agree.  I understand the process is you learn as you go 

along and you use it. So now where are we. 

H:  So now I do want your opinions on the general direction of mail art. 

AB:  This is a biggie actually. Now we talked earlier about the fact that I 

see the network, that there is no one network for one thing, and what's happened 

is it's gone off in all these different streams -- the rubber stamp people, the artists' 

stamps, and then even within the rubber stamp there are two different streams.   

There are the eraser carvers who use their own rubber stamps and to me they are 

much more creative because they're creating images and then the others who use 

rubber stamps and some very intricately, but again, that movement is very much 
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craft oriented.  It's about techniques and how do you do this and how do you that.  

And I thought, geeze, nobody ever taught me how to do mail art.  There were no 

guidelines or suggestions or tips for mail art stuff. 

H: I love eraser carver's quarterly. 

AB: Oh yes, I do too.  I'm not an eraser carver but if I were going to use 

rubber stamps that would probably be the direction I would want to go.   So those 

are two sort of streams and then there's the artist stamp people who are making 

you know, that's their visual art form of making them stick or use a glue stick or 

whatever.  And there's the audio people, whether they are music -- and that's 

probably two other streams right; music, people who are doing experimental 

music and then people who are doing experimental stuff with audio or using it…I 

don't know.  I'm not an audio artist so it's hard for me to say, but I do recognize 

like Rod Summers in Holland has always done audio art. And now that the 

network has been so expanded he has specific people who relate to audio tape 

more than they do to paper.  And then of course there's all those zines.  All these 

people…I've always been a ziner myself. You know the Banana Rag being the 

start, and then Vile Magazine and then changing Banana Rag to Artist Stamp 

News and my most recent thing is the Banana Bulletin, just to send out, to try to 

answer all the mail with personal stuff. But I can't write that stuff over and over. 

So and the most recent one I've done is the Artist Stamp Bulletin to send out.  

Because sending out promotion for my Christmas pre-Christmas stamp edition.  

Ed Varney is doing that Artist Stamp News, sort of, in his own kind sort of thing.  

And it's like OK, I don't want to just be a commercial -- OK I'm making this 
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edition do you want to get in on it or not, send me your money. So I want to say 

something about what's going on with artists' stamps so I did a one pager thing 

called Artist Stamp Bulletin.  So that's a zine that's related to -- and all the zines 

are related to, one or the other streams, and yet it seems to me it's a different 

medium too.  

H: So do you think that general direction is going to continue? Or do you 

think, is there anything from your input -- your connections -- any changes that 

you see happening? 

AB:  With the network spreading out: 

H:  With it's spreading, some people think it's dying, some people think it's 

being taken over by the Internet. 

AB:  Well it's changing. 

H: In what ways is it changing? 

AB: The fact that it's becoming more specialized and the thing of more 

limited groupings.  Like I know of Frank Jansen, when I was writing to him we 

were talking about narrowing to a group of people who would do something that 

was acceptable to him and that he didn’t want, for example, he didn't want all the 

political stuff. He wasn't into being a revolutionary or whatever.  You know we 

get stuff from Clemente Padin and a lot of people where there's more oppression 

so; more limited circles; and then this group I'm talking about this group for the 

article for Rubber Stamp Madness called Brainwaves. Very limited with a very 

specific focus. Baroni even came up with this idea of limiting to 12 people and 

each month you sent, perhaps you were working on the same project, I can't 



 235 

remember totally his concept, but it was that you would interact with these 12 

with this particular project. Whatever it was. Like we talked about doing a book 

that I would -- each person in the group would start a book, whether it was a book 

that existed and we worked over the pages and then sent it somebody else within 

the group and each person would do the same thing then over the period of a year 

you would complete a project with these 12 people.  So there's that idea of a more 

limited thing and of course, I have mixed feelings about that.  One side of me is 

like yeah, I can really, first of all it means there are 12 people I've really made a 

commitment to for this period of time and I like that because when you impose 

limits you can -- it stops all the choices and possibilities and it gives you a focus.  

And of course the downside of it is it limits all the choices and possibilities and 

it's very ironic to me the appeal of that particular thing. So that's a change that I 

see happening as a result of the fact that the whole network has just exploded and 

there are just so many people.  And you know when we had that discussion with 

this Craig Purcell guy I realized I can't relate to everybody and don't want to.  In 

the seventies I wanted to you know it was like -- the world I can get it out there 

and suddenly there are two hundred people and I really can't do anything in a 

quality way for two hundred people. It's impossible. But I see that happening and 

I have mixed feelings.  I recognize the limits and the benefits of that.  And I know 

there are people in the network that I respect and enjoy and that I like to interact 

with and I'm more inclined to send them things than somebody new who sends 

me a little xerox collage. 
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H:  Yeah, I think people gravitate toward certain people.  I think that's a 

natural process that I've found in my work too. OK your opinion on the general 

direction of Internet art.   I don't know much about this but Craig Purcell seems to 

be kind of an indicator of what we've both run into so do you have any… 

AB: Positive experiences?  (laughter)  

H: Or a general direction -- I'm going to leave I'm going to bifurcate this 

here.  It says, your general opinions on Internet art but I meant networked 

electronic art.  

AB: Well I see people experimenting. Like the project you told me about, 

I think is a fantastically creative and positive use of the Internet and I can see 

where it went from Internet input to your control and now to somebody else's 

control creative control.  I don't have a problem with that, I mean, you're basically 

you're forging new avenues of communication and I expect that will continue, 

whether or not I'll be very much involved in that, I don't know. It's an attitudinal 

thing.  When television first came out we didn't get it until I was sixteen and I 

thought the family had gone to the dogs. We got it for Christmas and everybody 

sat around the TV and I was in the kitchen sewing hoping that the sewing 

machine was causing static.  I really rejected it. And I've always had that 

reservation about new media.  It took me a long time to get over my resistance to 

computers.  I started out with a real oldie that was called a Rainbow tha t didn't 

even have a mouse.  You navigated around with the up down keys and I used to 

write things out here by hand and then I'd input them into the computer.  That was 

how it started and then, of course, I gradually overcame my fear of doing 
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something wrong and realized, o well, I can cut this out and move it here.  Oh 

that's pretty neat, so gradually -- and then that was the first one.  Then I got my 

Mac IISI new and got Quark Express and Photoshop and so on. I have never used 

Photoshop much except when scanning in photographs and tweaking them. When 

I've done newspaper production as a money making, not big money making, but 

income generating thing, I learned a little bit more about some of the things you 

can do in Photoshop.  But you know I prefer making images by hand. I've tried 

drawing a banana in the computer, then I went, "What am I doing this for? This is 

so hard." Of course, I don't have the stylus I've got a mouse.  Ever try to draw 

with a mouse? You know I like to draw by hand, and I like using paint I like 

the… You know we're going back to the things that I liked about mail art, or I like 

about mail art, is it's tactile and it's hands on and that imprint is on that piece of 

paper.  

H:  OK, number nine, my favorite number.  So what have you learned 

from your networked art experience. 

AB:  Hum, hum hum. In one simple sentence? (laughter)  

H:  Yeah how about one sentence, this is going to be a short dissertation.  

How about a haiku? 

AB: I've never really thought much about what I've learned. I guess I've 

learned a lot of trust…and to fly with what comes to mind and not worry about 

the results.  I've always liked the spontaneity, a show is happening, if the theme 

clicks with me OK do it and send it off.  Be spontaneous and not labor.  I didn't 

take it seriously like even though I'm very serious about this being a life-changing 
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experience because it's given me all these connections with all these people and I 

suddenly felt, "Hey I'm not alone.  I'm not such a wierdo." as the, quote, average, 

unquote, person I run into might perceive me as.  I don't have to explain myself to 

other mail artists.  All of those things so there is in fact a lot of people who value 

the same kinds of things that I do, and are prepared to spend their money and put 

their time into it.  It's quite amazing.  You know, a lot of people are bored and 

they spend a lot of time watching TV or being engaged with the mass cultural 

values which are largely about acquisition of consumer goods.  I don't run into 

that at all in the mail art network.  People have other interests. That I truly truly 

value because the consumer life just doesn't make it and that does not work as --?-

- and not worrying about those things.  It's a very interesting question.  I'd 

probably want to think about that a lot more and get back to you with something 

more conclusive.  

Yeah I do want to think about this process here, this flow of questions, 

although I'm really happy with in general…because I thought about this a lot 

before I put this together and now I've revised it (the questionnaire). This is very 

concise is clear here and this, the present, is just something that's just going to go. 

Research -we are going to go straight to the research questions and take out the 

attitude question number 2. 

Can you think of anything else that's missing from here? 

I'm not looking at the history of mail art except that it's organized itself 

into a lot patterns, and you've really described the rivers and  the streams, the 

different streams really well. And I'll probably do a little, or even you can do a 
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little illustration of what you are saying, because I do want visuals and I think 

that’s going to be really … 

I'm going to start with clues.  I'm going to have pieces of mail art in the 

beginning…it's going to be a dissertation and it's also going to be a book. So the 

first thing that happens when you open this book is there's going to be some real 

mail art there, at least, facsimiles of mail art that have little in common with each 

other.  And then to have mail artists themselves explain - you're picture of the 

steams will show how they are tied together in your own thoughts and your own 

experience over the last thirty years. And so it's not going to laid out in the 

beginning… you don't know what it is. And you open another one and it's really 

different, and you open a third one … and it's different still you start to feel how 

the networks the same and different.  That's how I want this book to reveal itself. 

AB:  The history without talking about it, because there has been enough 

history I think  

H:  And I don't want history at all.  All of a sudden, now, at this point this 

existing community … there's a whole bunch of…the Internet represents a 

community that sees things in mail art and mail art sees things in the Internet and 

I want to see what the mail art sees in the Internet. And that's all.  I don't want to 

talk too much. 

AB: CBC the Canadian Broadcasting Corporation in Canada had a 

program this summer that was on the Internet and I was…I listened to some of it.  

There were these chat rooms and there were these people who met … like internet 

romances…I saw something in the paper her ewhich was a personal column ads 
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with their picture on the Internet. And so there's that whole level of interaction 

that's going on.  People were saying on that program…it was so foreign.  People 

were saying, "I don't want to talk to people I don't know. Who knows what they're 

going to be like?"  And I can remember people saying that sort of thing about 

mail art.  "If I put my address on it then they'll know where I am, and who know 

what kind of wierdos … the sort of paranoid notion of the stranger, the other the 

person that you don't know, whereas I felt largely that the mail art network 

overcame that because there was that commonality that was discovered.  And 

maybe people who had the initial reservations about sending out information, or 

their art with their name and address.  Maybe they overcame that, or maybe they 

decided, "No this isn't for me."  I don't know, but that was an interesting thing and 

hearing that on the CBC thing about the Internet romances and then these people 

with their little chat rooms.  They get in there and nobody can get in there 

unless… there are these limited exchanges OK we know it's safe.  We know the 

people so we can let our hair down a little bit in this situation. I thought that was 

very interested.  It's huge because it's more accessible than the mail art network.  

To be in the mail art network you had to come across it somehow.  Most of us, in 

my own questioning of people, finding out how they started and so on, most 

people were doing something that was to do with the most and sending out art 

things before they stumbled into the network.   

H:  Me too. 

AB:  I stumbled into it without knowing what this was or anything and 

most people have had that kind of experience. They were already doing 
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something along those lines. And that's an interesting thing.  How did they 

connect with it?  

H:  That might be a good question. 

AB:  It might be. 

H: Although it's history. 

AB:  It's personal history. And I know.  You've probably looked at Ruud 

Janssen's interviews.  He starts all his interviews with that question and just about 

everybody who has been doing something in terms what I'm calling now, Postal 

Art, that they stumbled into the mail art network. 

BFM  INTERVIEW MARCH 2,  2002 

1/ What kinds of mail art are you working on now?  

I just did a call for mail art on the theme of games. I am also in the process 

of responding to at least some of a pile of mail art that accumulated over six 

months    or so while I wasn't really up to doing much. 

1/a What are you planning to do next?  

   Depending on response to my current call, in six months or so I'll 

probably do another call. I have several possible themes in mind.  

2/ How do you use the Internet?  

   I send and receive email and do quite a bit of web surfing, including 

visiting bulletin boards and egroups that are of interest to me. I also buy a lot of 

books on the Internet.  

2/a Any plans for new Internet creative projects?  
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   I'm working on a web page, mostly for the purpose of documenting 

calls, but my HTML is really rusty and wasn't too sophisticated to begin with. 

3/ What do you think mail art and internet art projects have in common?  

   The aspect that interests me the most is that both are participatory and 

have strong potential for collaboration. Both encourage engaging in art as play 

and communication, rather than necessarily in producing things that are lasting or 

valuable in the usual sense. 

4/ What are the differences between mail art and internet networked 

projects? 

   I used to spend a lot of time doing collaborative art on SITO and will 

probably do some more of that. I like mail art because I enjoy having something 

tangible that I can touch and feel and look at whenever I want. I feel more 

connected with the artist when I can hold their work in my hands.  I enjoy the 

element of surprise- I never know when or if I will receive something, what it will 

be, who and where it will come from. 

5/What are your favorite mail art-related websites?  

   I visit Merlin's board and yours daily. I also like Dragonfly Dream's site 

and Shouting At The Postman. 

5/a What are their URLs and a brief description?  

   I'm sure you're familiar with these. 

6/ What have you learned from your networked art 

experiences?  
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  I value the fact that there are a lot of resources available and a lot of 

opportunities to connect with other artists. 

7/ Your name, email address and permission to quote 

your answers.  

  Name: bfm (Mary Dettloff) 

  Address: bfm@marydet.net 

  Yes, you may quote me. 

===== 

BFM 

PO Box 148 

Windsor, MA  01270 

VITTORE BARONI JUNE 29, 2001 

finally I have found some free time to answer your questionnaire, I also 

remember writing a short text for you some time ago on my feelings about Mail 

art and the Internet - I do not have it at hand now, so I hope I have not duplicated 

it too much in my answers below. I will be sending you by snail (air) mail some 

material for the "analogic" side of your project, including the latest issue of my 

zine Arte Postale! (after all, as you write, snail mail is still MORE FUN). 

All the best from the hot west coast of Italy, Vittore 

Your Mail Art name: Vittore Baroni 

Other names: I have adopted at various times names like Mister Bizarro, 

Lieutenant Murnau, Luther Blissett, etc., but I usually prefear the "real" name 
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(Vittore is very unusual in Italy, the common form for Victor is Vittorio, so I stick 

to my weird name!) 

- Your email address: baroniv@ats.it 

- Your postal address: via C. Battisti 339, 55049 Viareggio, Italy 

- Your phone number: (+ 39) 0584.963918  (no cell phone!! that's VERY 

unusual in Italy!) 

PERMISSION 

I give my permission to use my responses to the questions on this form in 

honoria's (Madelyn Starbuck's) University of Texas at Austin doctoral > 

dissertation data and published dissertation that will be printed and posted > on 

the EMMA website. 

_X Yes    , sure, do what you like with it. 

I am interested in being contacted for a personal follow up interview about 

> comparisons between Mail Art and Internet artistic issues. 

 X Yes     why not? 

YOUR EXPERIENCE IN TWO NETWORKS 

PLEASE DESCRIBE YOUR ONLINE ACTIVITIES 

> How many years have you been involved in the Internet? 

VB I have started working on a computer in 1992 (Macintosh at first) but I 

bought a modem and got an Internet connection only in 1998 (now I've got a PC 

with "slow" 33.6 modem connection). 

If you have a website that includes Mail Art what is the URL? 
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VB No, I don't have a website yet, though I plan to build one myself 

whenever I can find the time to learn how to do it: I bought CDs with programmes 

to do that a couple of months ago, but I never seem to find the time to work on it. 

Also, it seems a bit unnecessary since my writing and mail art stuff is already all 

over the Internet, put on by other people (friends and total strangers), if you just 

type my name in any search engine you get hundreds of links, that I find rather 

embarassing and even scary... But yes I'd like to put everything in order in one 

place, though it might take some time before it can be done properly. 

1. How did you first become involved in mail art? 

VB: In 1977 I saw in a issue of Flash Art magazine a full page ad with this 

funny old man sitting on a bizarre bicycle, offering his art catalogues as a gift to 

anyone who was interested. I was intrigued enough by the ad to write to this artist, 

Guglielmo Achille Cavellini, and I was even more intrigued by his publications 

("home exhibitions" he called them) that I soon received in the mail: one of these 

in particular, titled "Nemo Propheta in Patria", contained correspondence from 

international artists sent as an hommage to Cavellini's "self-historification" 

project. There I got to know about the existence of "mail art" and there, copying 

the return addresses of some letters and envelopes included in the booklet, I 

picked up my very first mail art contacts (Anna Banana, Bill Gaglione, Buster 

Cleveland, Jerry Dreva, Michael Scott, Paul Carter, Genesis P-Orridge, etc). Most 

of them replied to my rather naive early mailings, and I immediately bought from 

Anna Banana some back- issues of Vile magazine, where I found many other 
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addresses of cool "mail artists", so I was hooked... and after some 24 years, I'm 

still here involved in all kinds of postal exchanges and projects... 

2. Describe your personal current and future directions as a mail artist. 

VB: I don't make long-time plans, I seem to work more on a day to day, 

week to week basis as far as mail art is concerned, with only vague directions and 

temporary objectives for the future (like the David Zack tribute book, the 

FUNtastic United Nations boxed-sets and a handful of other projects that are in 

the making). I still get some pieces of snail mail every postal day (that's 6 times a 

week except Sundays), can't remember a single day without mail in years. Now 

that I'm online I also get an average of 10-15 e-mail messages every day, and 

though half of it is junk, it still takes from a few minutes to an hour or more every 

day just to deal with the incoming e-mail (I try to answer to everything 

immediately, unless it requires an elaborate answer, like in the case of this 

questionnaire). I also try to answer to the more important snail correspondence, 

including elaborate personal mailings and invites to mail art projects, within a few 

days, while I do keep a list of addresses (usually I copy them on white stickers) of 

the less urgent mail art I get, and when a hundred or more addresses have 

accumulated, I answer to all of them together, by sending a new issue of my mail 

art zine Arte Postale! or some other kind of multiple mailing. I try to answer to 

everybody, but also to leave at least half of the time I devote to mail art for 

personal research, to elaborate new projects, assemble publications, write or do 

new works, some of which I keep and some I mail away. I still do most of my 

mail art exchanges through the traditional postal system, I use e-mail for quicker 
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and cheaper communication particularly with oversea artists, but I think only 20-

30% of my personal communications happen through Internet at this time. A lot 

of my mail art correspondents are not online yet, or prefer to trade works on paper 

rather than send a visual file. I am like that, I do have a scanner and graphic 

programmes but I prefer to use scissors and glue for my collages, and to mail out 

an original or a colour xerox. I think it will take still some years (5? 10?) before 

my networking activities become more Internet based than focussed on traditional 

snail mail, though I'm surely shifting into that direction very gradually. But I don't 

think I'll ever totally stop sending out traditional letters, unless the international 

postal systems collapse (which I don't think will happen). 

3. Describe your personal current and future directions using the Internet. 

VB: I use Internet mostly for my job as a music journalist, to research data 

for my articles, to keep updated on what's going on, to conduct interviews via e-

mail, etc. I use e-mail also to communicate with individual mail artists and I do 

distribute two-three times a year to a small e-mail list (about 100 addresses) an e-

mail bulletin in the English language called Real Correspondence (I used to do it 

on paper), with short essays I write on mail art related subjects and info on my 

mail art publications and projects. I have not done yet specific networking 

projects for the Internet (except for a questionnaire about the "State of the Art" 

that I circulated one year ago via e-mail: I published a small catalogue with the 

feedback, both on paper and sent out by e-mail). To be honest, I have problems in 

calling "mail" art projects that are solely conducted through the Internet, even if 

they are rooted in the mail art tradition: to me "web art" or "net art" are much 
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more approprite terms. I think mail art should be something you do (at least 

partially) through the postal system. If you use the fax it's "fax art", and so on. But 

it's all part of the "networking art" attitude, branches of the same tree. 

 4. Please describe similarities in mail art and Internet networking systems, 

strategies, and values. 

VB: You can create web art projects that share exactly the same strategies 

and values of mail art, though the medium and distribution system is different. 

But this is not the best thing to do. Mail art project transferred to the web exactly 

as they are done via snail-mail look so much less interesting: something does not 

click, it's not the same magic anymore. Each medium requires a different 

approach, so I think it's ultimately a bit silly to try to do mail art on the Internet: 

why not do web art instead?! 

 5. Please describe differences between mail art and Internet networking 

systems, strategies, and values. 

VB: As far as I can tell, networking in Internet (chat forums aside: those 

are usually just a colossal waste of time) tends to be much more commercia lly 

oriented than networking in mail art, where money was never the reason or aim 

for contacting other artists. In the future Internet will become more and more 

commercially oriented, many of the "free" services we use now will request a 

subscription fee, the whole experience will become much less "open" and 

inexpensive. Projects of web art abound already, but they are all scattered here 

and there without a unifying philosophy (too many contrasting aims: sales, fame, 

local social action, personal obsessions, etc.), while mail art, being relatively a 
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smaller community, could recognize itself into certain "unwritten rules" and key 

events (just think of the Decentralized World Congresses of 1986 and 1992). Mail 

art was this very spiritual dream of peaceful cooperation between artists of 

different nationality, a potlatch of gifts, an ephemeral structure without 

hierarchies but with a hidden pumping heart. Internet makes everything much 

simpler but also more difficult, because you have more data than you can handle 

on your fingertips, while you can always deal with a few letters in your mailbox 

every morning. It's really thousands, millions of people connected, not a few 

dozens or hundreds at a time like in mail art projects, so to have a global effect 

you must come out with an idea that is really very very powerful, and support it 

with a lot of promotion, or it will be completely lost in the big ocean of similar 

project. It is very difficult to write down a history of mail art (I can tell because I 

tried), but it will be nearly impossible in the future decades to write the history of 

web art, though books have started to appear even at this very early stage (and 

they are ridiculous, because they catch and document such a tiny fragment of 

what is going on!). Web artists should acknowledge and study the history of mail 

art if they do not want to just repeat the past, and to grow a hidden pumping heart, 

and a community spirit, also for web art. 

6. What do you think are the general directions of Mail Art now and in the 

near future? 

VB: From my twentysomething old mail art tree I see the "spirit of mail 

art" gradually dissolving and transforming into something else (including web 

art). The whole mail art phenomenon was born sometimes in the 60es, it 
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expanded and matured in the 70es, it reached a peak in the 80es (in the number of 

active participants and meaningful projects), and it started slowly to decline in the 

90es, not incidentally with the arrival of the Internet and with the very symbolic 

death of Ray Johnson (and other less celebrated masters of the mailed art form). 

Now mail art is old hat, about to be dutily historified (I've done my bit) and 

commodified (collectors taking notice and starting to attach a value to early mail 

art materials). But web art can be the natural continuation and evolution of mail 

art, though it's not the same thing. I see mail art as part of a larger phenomenon, 

as a branch of a "networking art" tree that was already there before Ray Johnson 

and that will still be there after also the Internet has become old hat. 

7. What do you think are the general directions of Internet networking 

now and in the near future? 

VB: Today the mail artists that leave the snail ways to go online tend to 

replicate their old ways, doing artistamps, theme projecdts and the like. The 

Internet has such powerful features of its own that this seems a rather timid 

approach. Web art should be on the avantgarde of technology applied to the web, 

display all sort of animations, flash pages, videos, web cameras, interactive 

possibilities, web concerts, web congresses, instant art projects based on daily 

events: quick and fast and on the spot, explosive conceptually and visually. 

Unfortunately, most (mail) artists that approach the web lack the technical 

knowledges and approach to make their web art interesting enough, so the 

attention of the media and net surfers is grabbed by those cyber-heads that work 

in the art field, but not always in a open networking spirit. Or the projects they 
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make are very individualistic, even destruc tive, the opposite of all that mail art 

stood for: just look at this year's Biennale in Venice, one of the world most 

famous art fairs, they have included some hackers/artists working with the 

internet and their contribution was a new "virus" for Internet, they could really not 

think of anything more positive or usefull. So I'm really not optimist of the 

direction that networking (art) will take in the Internet: I see a lot of shit and 

confusion waiting ahead, and even a lot of people turning back to more traditional 

media after being disappointed by Internet. But there will be also a few wonderful 

sites of real web art, enlightening and beautiful, it will just be so difficult to find 

them! (the old rule that 95% of everything is crap applies also to the Internet, but 

in this case, bacause of the massive scale, 99,9% is crap). 

8. Please provide the URLs and a brief description of your favorite mail 

art related website(s). What do you appreciate about the site(s)? 

VB: Believe it or not, I NEVER seem to find the time to visit web-sites 

just for the pleasure of it. After four years online, I never "surfed" for more than 

15 minutes at a time just for the fun of it. I use Internet to gather information 

when I work on articles in my job as a rock journalist, and that's very useful. I use 

e-mail daily, and that saves time and money for quick communications. But I buy 

too many magazines and good books that I love to read, to want to stay in front of 

a monitor after I worked on it for hours (but even with my fast grabs attitude, two 

meters of my library is filled with files, arranged thematically, containing rare 

texts I downloaded from the Internet and printed on paper!). I know there are 

many mail art related sites around, I've had a quick look to a couple dozens of 
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them, but I seldom return to check what's going on (and surely I have no time to 

join chat groups: I tried a couple, and found the experience very little rewarding). 

The best sites I remember are the Galantai's Artpool Archives (lots of historical 

information stored, very good links section), Ruud Janssen's TAM site (the 

interviews with mail artists alone are a treasure trove for researchers) and Jas 

Felter's JAS Cyberspace, a nice gallery for artistamps (plus related texts). But 

more generally, I found mail art sites just plain BORING, often the pages take 

ages to open, and it's usually all stuff I already know, or "catalogues" of projects 

that are as unimaginative and repetitive as those you get in the mail, but much less 

"user's friendly". From what I have seen, web sites by/for mail artists lack the 

surprise element, the mystery, the thrill I still get from opening certain envelopes. 

It's all too safe and boy scoutish, pen pal goes online, the best mail art was also 

stinging and provocative. I'm afraid all my favourite web sites do NOT belong to 

the mail art or even the art field. 

9. What have you learned from your networked art experiences? 

VB: Really a lot, or I would not have continued practicing it for so many 

years. I learned to value cooperation, solidarity and non competitiveness over the 

ego-boasting and greed for money that rules too many art circles. I was a young 

dreamer all alone living in a small province town and mail art gave me 

immediately the feeling of being part of a large, international community of like-

minded dreamers. I made lots of friends and acquaintances around the world. I 

visited and was visited by many through the years. I grow up with the intense 

feeling of being part of a large family, I gathered a lot of "family albums" too 
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look at when I'll be much older. Now Internet makes networking "cheaper" and 

"easier" but less intense, physical, emotional. Or maybe it's just that the (mail) 

artists, including me, have not developed yet a way to make their web art more 

emotional and intense (or I haven't looked hard enough!). 

all for now, bye Vittore 
 

MARK BLOCH DECEMBER 3, 2001 

H: Did you start the One World message board in relation to the one world 

postal art show in  1996?  I can't get to the archives of the first posts.  I'd really  

appreciate one or two sentences from you about why you started a mail art  

message board.  How did the Plexus board evolve from your echo actions?  I'd  

really like to set the stage properly with direct quotes from you.  I think  you were 

the first to build the mail art message boards and I think it's  important to include 

your thoughts in the chapter. 

MB:  I believe it was the late seventies or very early eighties when Guy 

Shranen of Belgium proposed a f2f (face to face) mail art round table at some 

gathering of mail artists in his home town. I could not attend but I remember 

proposing to him a computer data base that would be used to hold the opinions of 

mail artists who could not attend. it was to take to place in or be the first steps 

toward a virtual mail art country I had in mind decentralized and asynchronous in 

nature. 

By 1990 or so I had realized that dream. After a few sojourns into the 

WELL's art conference  where I interacted with Fred Truck, Carl Loeffler and 

Judy someone, (I am sorry her name escapes me but they were truly pioneers in 
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this stuff) (and also Timothy Leary, Howard Rheingold and other cyberstars of 

that period) I found Echo a New York counterpart to the well that was Manhattan 

based. 

The founder Stacy Horn asked me if I wanted to host an art conference but 

I declined in favor of a more free-form, performance art on line creation of my 

own design called Panscan. I didn't want to type about gallery shows. I wanted to 

use the medium. There, hundreds of participants took place in a teleconferencing 

environment that stretched from "traditional" mail art activities like discussing the 

relationship between art and money or listing of mail art shows to more creative 

and community-based endeavors such as constructing a giant e-poem or swapping 

stories about our mothers and how it influenced our lives today. We also had a q 

and a with a postal employee to discuss how the mail movies. It was terrific but I 

was sorry more mail artists couldn't log on. Those that did didn't stay because of 

the expense. I need to write more about it some day. 

The Panscan experiment lasted several years until  when I decided to shut 

down  the place after an interesting event in my life. After the art strike and then 

my own WORD STRIKE I gave up art and the pursuit of an art career but then 

through an old mail art contact that had become a close friend I met Damien Hirst, 

then becoming known in the UK and then through him  a bunch of art world 

luminaries like Jeff Koons, Leo Castelli, Joseph Kosuth, Matthew Barney and 

others. This seemed significant at the time so I posted a ridiculous dream Koons 

told me he had had and then made the conference read-only as a kind of 

performance move that made sense to me at the time. Plus after 4 years I felt the 
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whole thing had run its course. we had done alot of experimenting. The move to 

freeze the conference was largely misunderstood by the cyber-community of 

mostly computer scientists and doctors and regular folks. The community that had 

developed around Panscan in lieu of mail artists had no where to go to do their 

daily dose of "online performance art" and they rebelled against me for closing 

them out. They were understandably angry but I did not get it at the time. I was 

busy doing my own liberating gestures, using the place as a tool. Panscan never 

recovered from the rift. it was shut down after that. By me and then Stacy the 

owner of the system. No new outside posts were added after I did a swansong- a 

daily one man diary in there that others could read but not write to. Eventually the 

entire place was archived both on Echo where members can still read it-- like a 

ghost town of former glory-- and on my own home computer where I hope to 

revitalize it some day by posting the results.  

Shortly thereafter I was looking for a place to continue my activities in 

this area and I met Robin Murphy of the New York based artnetweb bulletin 

board. His project was web based and project based. he was full of praise for my 

activities on Echo which he had participated in briefly and he encouraged me to 

collaborate with him and his fellow artnetweb co-founder Remo (sorry I am bad 

with some last names). One thing led to another and I eventually met, through 

them, Stephen Pusey who was starting up the PLEXUS site and bulletin board. I 

told him of my upcoming mail art show called One World which was to be an 

homage to the UN and communication across national borders. So I started the 
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One World board with the idea of forging an entirely new communication 

paradigm on the then-new web. 

My original idea with the One World bulletin board was to use the web 

and combine it with mail art. Since images could be posted there, I wanted people 

to take the images from the One World Mail Art Show and freely change them-- 

A continuation (electronically) of the Add to Send to of Ray Johnson which he 

started in 1963. But that never came to pass. I became bored with the site when no 

one, to my knowledge, ever added to an image there. It was too early. People 

didn't know what to do with images at that time. Gifs and JPEGs were pretty new. 

Eventually the web caught on and though I rarely had much to do with the 

site I was told from time to time that it was thriving and that my name was still 

attached to it. I used to drop by and read stuff but it had a life of its own so I let it 

ebb and flow. Stephen Pusey once told me that it was the only part of Plexus that 

got any hits. And it got alot. Eventually it was hooked up with the Guggenheim 

Museum, just as Echo had been hooked up with the Whitney Museum and that 

was exciting in a careerist sense. 

But as far as pure cutting edge value goes, I really preffered the early 

Panscan experiment which was text based. I used to say that ASCII text was the 

best killer app ever invented. It was better than any virtual reality someone could 

invent. Text and the mind in tandem have never faded away as a medium because 

they are a great imagination machine with infinite possibilites. 

I have to give a few plugs for important developments along the way. Bill 

Paulouskas was a guy in New York that had a great BBS that he ran out of his 
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house in Queens in those early days. That was terrific. it was just 24 hour a day 

online poetry. I wish I could remember what he called it. Bill was also a regular 

contributor to Panscan. He and I also worked on Factsheet Five together during 

the infamous Hudson Luce tenure. 

A guy named Ray Gallon was also a big influence in those early days. He 

had been involved in early cyberspace experiments in New York as well as in 

France and elsewhere. He was also in touch with Hank Bull at the Western Front 

in Vancouver. There was also this guy Bruce Breeland in Pittsburgh. He was a 

friend of my friends Jeff Brice and Matt Wrbican. Somehow that whole network 

of theirs with the DAX group connected up with Ray Gallon's and the ITP group 

at NYU and the whole thing was interconnected. So a tangled web was already 

forming.  

Also when I speak of Howard Rheingold and Timothy Leary you have to 

remember that in those days people like Electronic Frontier founders Mitch Kapor 

and John Perry Barlow as well as Bill Gates were just a click away. I remember 

there was a guy out in Montana or something named Dave something who logged 

in from his horse and he hosted a convention/gathering out there and lots of 

people went. It was a small cyber-world then. You could think of something and 

be the first to do it online. Many of us were busy dreaming of the Utopia the web 

would someday become. (We could have spent our time preparing ourselves to 

retire rich a few years later but i never thought of that. Duh.) Unfortunately there 

weren't alot of artists and certainly fewer mail artists.  
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Actually the very first interactive international electronic event I ever 

participated in was pARTiciFAX in 1984. It was a fax project organized by 

Collective Art X Technology in Toronto. 26 countries sent faxes. There were 

others later. But that was the first. 

Thanks for asking. It is fun to think about all of the above. 

 M.Bloch December 4, 2001, personal communications 
 

GUY BLUES NOVMEBER 18, 2001 

Wellen, November 18th 2001. 

Dear picabiasister in mail, dear Honoria 

Many thanks for your very kind and informative letter. It’s so good to hear 

that you’re still working on your dissertation about (e-)mail art and networking. 

And I really appreciate that you opened the millennium message at the University 

of Texas during one of your lectures. 

Happy. Since a failed operation a few years I’ve always pain (ache) in my 

left leg. When I’m drunk or drugged I’m without this mistress. But I refuse to take 

medicines because they decrease my artistic activities. So, my Herniart gives me 

speed, the ache is a permanent artdrug, a spiritual song in my mind and body. 

Internetworker. Sorry, but I really don’t know when or where this word 

came into existence. I like to use neologistic words (combining new words with 

new meanings). So I «invented» some words like Netland (and its variations such 

as: netlanding, (e-)netlanders, internetland), Artministration, bureaucrazy, etc. But 

who will ever tell who was the very first «inventor»? She who first «mentioned» 

the word, he who first wrote it down in a text or a letter? History is often a cruel 
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lie of so-called facts, data and dates. The art of the historian is to reveal these lies. 

Of course, this is a very noble project. But History - with a capital letter - is 

without compassion for the unknown (artist). When a myth is printed as a fact in 

the Mainstream History, it (mostly) stays an irrefutable Fact.  

Definition. An internetworker is a member of the Internetland. A 

pARTicipant using e-mail and the Internet as a means of communication with 

other artists or members of (e-)Netland, for creating e-mail-art and internet-art. 

There is no authorization needed to be called a member. It is enough to 

pARTicipate in the processes of the Big Art Web. 

Manifesto. In your dissertation you may quote from all my texts including 

the «RE: The E-Mailart and Internetart Manifesto». Of course, with mentioning of 

the source. 

My first mail art project including "electronic mail-art" with a modem was 

"Screams" in the Museum of Hasselt, Belgium, in 1989. The project was via 

telephone and computer via modem. Together with the Belgian networker Charles 

Francois I realised my first electronic mail art contacts.  

From 1994 till 1999 I had a mail-art and Internet art space in the Center of 

Plastic Arts in Hasselt, called «E-Mail-Art Archives». The e-zine that I edited 

then was «E-Pêle-Mêle» (or E-Pell-Mell, or E-Pale-Mail») (first edition in April 

1994). Texts about (e-)mailart and lists of @ddresses of e-netlanders. 

Since 1995 there was also the mail-art website. This site is still existing 

under the name: www.mailart.be.  

Other projects combining Internet Art, fax-art and mail-art were: 
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01. "Pray for Ray, in a memory of Ray Johnson", 1995, e-mail-art 

archives, Hasselt, be. 

02."The melancholy of Soren Kierkegaard", 1996, e-mail art archives, 

Hasselt, be. 

03. "Women with/out noses", 1996, cultural center, Knokke, Belgium. 

04. "Working in a coalmine / networkers are miners", 1997, administrative 

buildings of the mining company, Genk, Belgium. 

05. "E-mail-art & internet-art manifesto", 1997, e-mail-art archives, 

Hasselt. 

Since the mid nineties all the participants of my mail-art projects were free 

to use all means of communication, including the Internet. A lot of the works 

printed in the catalogues or CD-ROMs I edited were sent via e-mail. I never 

rejected an entry. Not the means of communication is important, but the poetry of 

the mailworks received.  

The pain becomes too much now. Sorry, I have to go for a walk.  

Hope everything goes well with you. Take care. 

With luck and energy, Guy Bleus 

The Administration Centre 

42.292 Archives 

Guy Bleus 

P.O.Box 43, 3830 Wellen Belgium 

Gb@pophost.eunet.be 

www.mailart.be 
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LYNETTE BONDARCHUCK, A.K.A LYN X MARCH 24, 2002 

Subject:  Re: RESPONSE TO [mailart] Fe-mail artist research 

Date:  Sun, 24 Mar 2002 15:37:24 -0700 

From:  Lyn X/ESPA <espa2002@shaw.ca> 

To:  honoria@mail.utexas.edu, honoria@mailartist.co 

Here's my response to your survey - hope it's not too late... for what it's 

worth, I would love to see a copy of your final report when it's done; we (ESPA) 

archive all things underground and artistic, so a copy of this would be great to add 

to our own files (ie- you would have your own file/entry, BTW) - anyway, let me 

know if that would be okay. Movin' on... 

1/ What kinds of mail art are you working on now? 

I am working on a number of projects:  

1. NARCISSTAMPS: Is an ongoing (no deadline ever, annual 

documentation) project where I've been asking artists to submit mail with stamps 

that represent their own likenesses; artists are asked to include the year, their 

name/pseudonym, country of origin and the designation 'narcisstamps' somewhere 

on their stamps; submissions are otherwise entirely open in format and theme - 

they can be realistic (eg: photo), digitized, drawn (simple stick-drawings to 

elaborate illustrations), etc. - anything that the artist/originator thinks represents 

them. 

2. 2003 NORTH OF NOWHERE EXPO (NON): Originally planned for 

launch in September 2002, we've decided to use the rest of this year to develop 

the Expo for launch in September 2003 instead. The inaugural NON will be made 
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up of a number of components, all of which are being administered under an 

Open Call (open to all regardless of artistic education, skill level, etc.), and aside 

from the general themes listed below are entirely open in theme, medium and 

format. The following is the basis for the NON, though we expect other 

components will be added as the Expo develops: 

a) CARVING CONTINNUUM: An intn'l project where we (ESPA) are 

calling all artists to submit Mail Art that contains some kind of rubber-stamping 

or other forms of 'lo- fi' relief printing (eg: potatoes, fingerprints, traditional 

woodcuts, etc., though the foundation of the project is based on hand-carving and 

stamping). This component produced in cooperation with the Atlanta, GA-based 

Carving Consortium. 

b) TRASHMASTERS: All things recycled and/or reclaimed. 

c) FOOD FOR THOUGHT/A RECIPE FOR CHANGE: All things based 

primarily on food and consumerism in general. This project will feature the works 

of many of our member artists who are also activists, but is also open to all. A 

Recipe for Change highlights the issue of genetically engineered (GE) food and 

the controversy over voluntary-versus-mandatory labelling, and will be a CMA 

project where artists are asked to mail in their own 'spoof labels' on that theme. 

The finished project will be an exhibition of a huge pyramid of re- labelled tin 

cans. 

d) X/Y: EXPLORING GENDER IDENTITY: All things gender-based, 

from 'simple' male versus female roles, expanding into issues surrounding 

gay/bisexual/transgendered. 
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3. GENERAL NETWORKING: THE ESPA encourages submissions of 

zines, mail art, anything else creative on a year-round basis and most of the 

ESPA's extensive Library & Archive is represented by projects that have been  

mailed in from around the world. ESPA library/archive is currently represented by 

thousands of pieces by over 500 artists from 28 countries. 

1/a What are you planning to do next? 

The NON will be an annual thing - after the 2003 NON (varied theme), 

my next 'big' project will be based on the theme of WAR & PEACE, tentatively 

scheduled for exhibition in September 2004. 

2/ How do you use the Internet? 

I use the internet for most of our membership communication, though a 

lack of upgraded equipment and other human resources (time, money) make it 

difficult to keep up. That said, most pre and post project communication is carried 

out via email. I also use the net to research other projects, to 'cyber archive' 

member artists' sites, to research funding possibilities, etc.. I spend more time that 

I'd like on my computer (ie - I also use it as a designer). Unfortunately we do not 

yet have our own website, but the rest of this 'development' year will hopefully 

rectify that situation, in turn makimg mass-communication much easier/effective 

for us! 

2/a  Any plans for new Internet projects? 

I hope to eventually use the ESPA site as a gateway to a cyber-gallery that 

will feature all of our projects, if not in full (due to size limitations) at least in 

part. The internet is extremely important to me in getting exposure for us and our 
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projects, and I believe that opportunities for patrons (both current and potential) to 

view artwork outside of the usual ga llery constraints will be an effective tool in 

giving underground artists the exposure, validation, and attention they deserve. 

With much effort, funding and simple good luck we will aso be able to 

distribute/expose projects of a musical and media-based (film/video) nature.  

3/ What do you think mail art and internet communications have in 

common? 

Open communication and exchange, whether solicited or unsolicited. 

Inclusivity. Exchange of creative projects in general. Ability to SPAM (read: 

easily and effectively mass-distribute information/files, not annoy people with 

unwanted solicitations). I honestly believe that strictly 'PC/business-based' 

computer users are missing out on an entire universe of great creative project 

exchanges.  

4/ What are the differences? 

One *great* thing about cyber-art exchanges that I can attest to is the price 

– postage can be a killer for us (our mailings range from 200-600 pieces per 

mailing), so using the net to exchange art is great for those of us starving-artist 

types. Also 

MASS-communication, which has virtually unlimited potential when 

using the internet as your means of distribution (of course, snailmail can be mass-

communicated and is regularly, but it is infinitely easier, cheaper, and quicker to 

mass-distribute a Call or actual art over the net than it is through regular postal 

channels). All that said, I do still prefer 'traditional' Mail Art though - the tactile 
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experience of being able to unfold, dig around, explore the art that comes in an 

envelope/through snailmail is multi-dimensional and still much more satisying to 

me than a 2-D virtual gallery is. I could not possibly choose one means over the 

other, though - each has it's own superior function over the other. 

5/What are your favourite mail art related websites? 

Oh god, too many to list here. Give me a bit of time to go into my files and 

dig some out! 

5/a What are their URLs and a brief description? 

See my above comments. 

6/ What have you learned from your networked art experiences? 

Networking is a bit of an analogy for 'hopefulness for a better world' for 

me. I see networking as a really fine example of how an art community can be 

based on free-exchange (ie- as opposed to monetary/commodification), but can 

still be thriving and successful in the historical sense of art movements. 

Networking is truly a part of my life philosophy - I hate being a starving artist but 

still admit I prefer it to distributing my art to the 'highest bidder'. Art is a tool for 

positive social change and I believe that stifling an exchange to only those who 

can afford it is one of the most shameful things about our capitalist/market-based 

economic system. 

7/ Your name, email address and permission to quote your answers. 

You have my permission. Here's the poop: 

Lynette Bondarchuk, a.k.a. Lyn X 

Artistic Director, X Communication Design 
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Executive Director, Edmonton Small Press Association (ESPA) 

P.O. Box 75086, Ritchie Postal Outlet 

Edmonton, Alberta T6E 6K1 CANADA 

(780) 434-9236  

NEW: espa2002@shaw.ca 

BACK-UPS: espa_@hotmail.com / espa@shaw.ca 

Hopefully that helps! Please keep in touch and let me know how your 

project/paper goes - cheers, L. 
 

HANS BRAUMUELLER SEPTEMBER 30, 2001 

- Your Mail Art name: Hans Braumüller 

- Other names. none 

- Your email address: braumueller@crosses.net 

- Your postal address: Möörkenweg 18f - 21029 Hamburg, Germany 

- Your phone number: +49 40 7249706 

YOUR PERMISSION  

I give my permission to use my responses to the questions on  this form in 

honoria's (Madelyn Starbuck's) University of Texas at  Austin doctoral 

dissertation data and published dissertation that  will be printed and posted on the 

EMMA website. __Yes   

I am interested in being contacted for a personal follow up  interview 

about comparisons between Mail Art and Internet  artistic issues. __Yes   

PLEASE ANSWER NINE RESEARCH QUESTIONS 
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THE BASIC QUESTION OF THIS RESEARCH IS,  "WHAT ARE THE 

EFFECTS OF THE INTERNET ON THE MAIL ART NETWORK?"   

The method of inquiry is to piece together a picture of the effects  reported 

by Mail Artists themselves.  I hope you will answer the  following open-ended 

questions from your personal  perspectives of both the Mail Art Network and 

online networking. Your answers will help to build the picture of the effects. If 

you  have questions about this research project don't hesitate to contact me at 

honoria@cyberopera.org. 

1. HOW DID YOU FIRST BECOME INVOLVED IN MAIL ART?  

1987 by an invitation by chilean visula poet and sculptor Gregorio 

Berchenko to participate in UNI/vers(;) Nr.1 published by his chilean friend 

Guillermo Deisler, which was an mail artist and visual poet living in East-

Germany! 

2. DESCRIBE YOUR PERSONAL CURRENT AND FUTURE 

DIRECTIONS AS A MAIL ARTIST. 

I am active member and co-founder of AUMA (Accion Urgente Mail 

Art)- GOMA (Global Organization of Mail Artist. The purpose of this network 

organization is to act urgently in those cases in which the group decides that the 

humanitarian cause, social, ecological or in defense of the human rights requires 

our solidarity. We use e-mail on daily basis to communicate us and develope mail 

art projects, such as our cooperation with Amnesty International, for a Mail Art 

Project against death penalty. 
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Personally i am particpating in msil srt shows around the world. My main 

artistic purpose of mail artist is to interact within this network in a way of 

experimenting ways of cooperation. Generally this is express by numerous mail 

art projects that i have perform since 1991. 

At this moment i am preparing Operation Mankind which it is an ADD, 

ALTER & RETURN Project on a DINA2 size image, which i will exhibited at 

spring 2003 at a hospital. 

3. DESCRIBE YOUR PERSONAL CURRENT AND FUTURE 

DIRECTIONS USING THE INTERNET. 

In the Internet i have designed a MailArtBoard 1.0 software, which i will 

be used the first time soon at http://www.identidad-globalizacion.crosses.net  for 

an (E)Mail Art Project developed by AUMA - GOMA for the Biennal of Cuenca, 

Ecuador, where we are invited as collective. 

Also i have developed a personal .com art work 

(http://www.kunstserie.com <http://www.kunstserie.com/> ), where i interconnect 

my art : visual poetry, painting and networking art. The url is also the poetic title 

of the material painting and give the direction of the interpretation. On the one 

hand each website shows the steps of the painting and on the other hand, the 

interaction with the visitor opens my art to another dimension. 

The artwork is the relationship between the painting and his domain. This 

relationship is the URL, which is the Title and Message of this artwork: 

http://www.ausbeutung.com <http://www.ausbeutung.com/>  

http://www.fortentwicklung.com <http://www.fortentwicklung.com/>  
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http://www.sacrado.com <http://www.sacrado.com/>  

Also with my german friend and networker Merlin i mantain, design and 

develope http://www.crosses.net <http://www.crosses.net/> , where on one hand 

we document our common and personal mail art networking projects and personal 

art, and on the other hand, we have open very active Mail Art Forums, for our 

online mail art community, such as Mail Art Calls and Mail Art Messageboard. 

4. PLEASE DESCRIBE SIMILARITIES IN MAIL ART AND 

INTERNET NETWORKING SYSTEMS, STRATEGIES, AND VALUES. 

Cooperation, netwotking, exchange, posting, communication. 

5. PLEASE DESCRIBE DIFFERENCES BETWEEN MAIL ART AND 

INTERNET NETWORKING SYSTEMS, STRATEGIES, AND VALUES. 

Mail Art is more emotional in the way you can touch it, like earth. E-Mail  

Art and Internet is technological and fast, it is more conceptual, for your eyes and 

ears sometimes, you cannot touch it, like air. 

6. WHAT DO YOU THINK ARE THE GENERAL DIRECTIONS OF 

MAIL ART NOW AND IN THE NEAR FUTURE?  

I think it will going developing like in the past. Like painting today exists, 

besides of the changing of times, so mail art will go his way, because of the need 

of exchange besides of the commercialization of our times. Also it will be much 

more established and recognized by the mainstream as an valuable conceputal and 

experimental art form of communication. 

7. WHAT DO YOU THINK ARE THE GENERAL DIRECTIONS OF 

INTERNET NETWORKING NOW AND IN THE NEAR FUTURE?  
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It will become less experimental and more commercial! 

8. PLEASE PROVIDE THE URLS AND A BRIEF DESCRIPTION OF 

YOUR FAVORITE MAIL ART RELATED WEBSITE(S). WHAT DO YOU 

APPRECIATE ABOUT THE SITE(S)? 

http://www.crosses.net <http://www.crosses.net/>  

documentation 

http://mailartforums.crosses.net <http://mailartforums.crosses.net/>  

Messageboards 

http://www.crosses.net/2000 

The Crosses of the Earth Video showing a Homage to Indigenous People 

http://cadaver.crosses.net <http://cadaver.crosses.net/>  

The artwork developed by e-mail using the surrealists way of exquisite 

corpse by Clemente Padin, Humberto Nilo, Elias Adasme and me. 

9. WHAT HAVE YOU LEARNED FROM YOUR NETWORKED ART 

EXPERIENCES? 

Communication is the message, to be tolerant, and to share thoughts and 

art, to be a open mind people looking always for an dialoque. 

HOW MANY YEARS HAVE YOU BEEN INVOLVED IN THE 

INTERNET? 

since 1996 

IF YOU HAVE A WEBSITE THAT INCLUDES MAIL ART WHAT IS 

THE URL? 

http://www.crosses.net/hans_b 



 271 

http://www.crosses.net <http://www.crosses.net/>  

WHAT ASPECTS OF MAIL ART ARE FEATURED ON YOUR 

WEBSITE? 

Contact, Projects, Documentation and Messageboards 
 

GIANNI BROI 17  SEPTEMBER 2000 

Owing to my three weeks' absence from Florence, I found my box full 

over, so I apologize for my late answer to your interesting email.  

Several time I though about the archives' problem, and the digital network 

solution seems to me, among your propositions, the best solution. It's true what 

you say on the physical quality of mailart (mailart grittiness), but all the life we 

were preaching that mail art importance lies in communication ! The idea of a 

digital archives' network is really so much modern ! so much charming ! This 

network looks to be as beautiful as the Dantean Paradise, as a light's Paradise. It 

should be such as an immense garden in the ether, where everyone of us would 

have his placement and his glorification ;  where it would  be possible to listen the 

voice of each dead mailartist, to see his animated figure, to read his writings, to 

admire his works.  

For the expenses I suppose a sort of insurance financed by the mailartists 

themselves.  

I think we have to choose between the globalization of the world " artistic 

" conformism and a great freedom impulse that made involve us in mailart 

movement. Mailart has to affirm its difference in death too. I like not at all that 

servilism cupidity (Ital. " cupidigia di servilismo ") which is pushing so many 
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mailartist people in searching for an one's little corner into some Art Museum or 

into that new sort of museum that the University libraries are becoming.   

Starting its origin mailart has worldwide spread the principles of 

friendship and equality, while there is no doubt that the institutions  would accept 

only  archives  that would be in accordance with the value's standards of the Art 

system.   

On my " Thinking the difference " essay, that I wrote for the young (that is 

kind-hearthed)  mailartist people, I theorized  with the greatest evidence the 

mailart as a POWER : I would like we all have understood that mailart, as a 

POWER, can and must lay down the law.  

Honoria, why don't you give the input ? For a such brave and splendid 

enterprise I am available to give to you all my help. Your questionnaire is very 

intelligent and enough complete, but some item concerning a more definite 

proposal-project could be added to it.   
 

JUDITH CONAWAY AUGUST 11, 2001 

I was active in the mail art movement throughout the 1970s and 1980s, 

was a longtime personal friend as well as a correspondent of David Zack, David 

Cole, and many others in mail, and still correspond with a few. You can see what 

I'm doing now at www.judithconaway.net. 

I wish I could take the time to answer all your questions in a reasoned 

manner. Unfortunately, this summer is the wrong time to add more writing to my 

already overstressed schedule. 
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Also, it would be cool if your research could reflect the many connections 

between mail art and the professional work of those of us who earn our livings 

through the media. 

After mid-September, my schedule should lighten I do want to add one 

important big idea to your research, if others haven't already done so, which is 

MANY EARLY MAIL ARTISTS SAW THEMSELVES AS 

PRECURSORS TO THE INTERNET. 

David Zack especially was an evangelist for personal computers, even 

though he himself could never afford one (and his friends couldn't afford to let 

him near theirs!) His "correspondence novels" were compiled and written by 

hand, but only because he didn't have a computer—he always saw the novels as 

models for how people would write cooperatively in the future. 

Judith Conaway 
 

JANE DICKENSON OCTOBER 29, 2001 

One of the most meaningful experiences for me is mailart as connection.  

We are artists in quite the little back-eddy and, despite the history of mailart, it 

has never reached a very wide audience.  Of course, some mailartists would 

consider that going "mainstream"--anathema!!!--but I find that connecting with 

more people has fueled my own enthusiasm.  Introducing other artists to the 

media only enriches our experience, and holding dear to an exclusive, 

"underground" movement denies that access. 

Mailart can encompass every form of art, and as I've participated in 

exchanges with artistamp-ers, rubber carvers, faux postage enthusiasts, watercolor 
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painters and digital political commentators throughout the world, I've come to 

appreciate this medium for its variety.  I have this in common with people with 

whom I may have nothing else in common (Pete comes to mind...). 

I generally send and receive postcards, so I've never considered mailart a 

threat in any way.  The only bulky parcels I might receive are from a dear group 

called NSRAK (not so random act of kindness) who send out small gifts to other 

rubber stampers and collage artists every month.  *That* is what I find in my 

mail!  On the contrary, since 9/11 and the cynicism that is engendered from the 

presence of evil people in our world, mailart has confirmed for me, every day, in a 

very personal way, that goodness abounds. 

Best of luck with your interview--sounds like fun!! 

TTFN, Jane Dickinson 
 

DRAGONFLY DREAM SEPTEMBER 16, 2000 

Fake Ray Johnson Weekend, Columbus, Ohio 

Your Mail Art name: Dragonfly Dream 

Your email address: mizwings@dragonflydream.com 

Your postal address  

7 Vuelta Maria, Santa Fe, NM 87501  

H: And can I have your permission to use the answers that you're going to 

give me in my doctoral dissertation? 

DD: Of course, 

H: And I would like to follow this interview with one subsequent 

interview at least and maybe two. 
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DD: Good 

H: As we refine this process. So I'd like to know briefly about your past 

experiences in  networking art. How many years have you been involved in Mail 

Art, for instance? 

DD: I think I started somewhere around the middle to late eighties, 

dropped out for a little while, then jumped back in '93. 

H: And how many years have you been online? 

DD: Since "83 

H: I know you have a website that includes mail art what is the URL?  

DD: www.dragonflydream.com 

H: someone else is going to transcribe these like I said,  that's why I'm 

(going over things I already know) Why did you build a website? 

DD:  Good Question, I don't even remember why I decided -  but I went to 

thinking of hiring somebody but it costs too much.. So I said I could buy a 

program and do it myself far cheaper, quicker and easier.  

H: But why were you. . . what did you want to put on the website? 

DD I started on AOL which in my mind is a dirty word at this point , and 

got involved with  lots of different mail artists and wanted to show the different 

art that I got. 

H: Cool 

DD: I put up a couple of calls and showed the art. 

H: so your purpose for this site because  I know its got autobiographic, its 

got a lot of other stuff  besides mail art, the original purpose is mail art? 
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DD: Yep 

H: Cool, I didn't know that. So I want you to think about your current, 

present experiences in networking art. Please describe your involvement in Mail 

Art. 

I don't know.  I've never been asked that, so my involvement, I do mail art 

almost every day.  I send out post cards and artist stamps and the occasional odd 

thing but mostly its connections, I'm trying to be a little more personal about mail 

art, a little more intimate because I have so many contacts. I want to get to know 

who is behind that. 

H: So by personal you mean establishing deeper -- instead of going wider 

-- to have deeper relationships with people you already exchange with?  

DD: Mm Mm (affirmative) and I created a little bio that I'm sending out to 

various people. I'm hearing that that bio is then being sent to other people so 

H: It's getting wider anyway 

DD: Yeah (laughter) 

H: wider and deeper (laughter) The bio - what does it say? 

DD: Stuff like I grew up in New York City in the presence of all kinds of 

wild and crazy artists. I've driven motorcycle, flown planes, piloted boats, ah -

traveled throughout… silly things… 

H: Can you please describe your involvement in the Internet? 

DD:  Well, I have a pretty extensive mail art listing that I update monthly. 

I have one or two shows that I add  art to now and then that are ongoing. I'm 

involved in the artist stamp list and several mail art lists. 
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H: where are the lists? I want to know if I'm missing any.  I'm on the 

egroups list. 

DD: Which I think is very slow isn't it? 

H: the artist stamp one isn't  

DD: The artist stamp one is basically driving me crazy because its more 

chit chat rather than artist stamp talk. There's one,  

H: there's Merlin 

DD: That's a posting though, there are lists that - 

H: The egroup sends a list. You can choose list and it comes in your email.  

It's actually a list if you choose that option. 

DD: That's probably the same one I'm on. Which I haven't seen much 

involvement on.  

HH:  I don't know I don't get that one because it seems to be more heavily 

trafficked than the mail art one, so I get the mail art one sent to me and the artist 

stamp one I have to go to that site. Then read, since I don't do artists stamps I'm 

interested in it as a wing of mail art. and I want to see who's there. 

DD:  There's over 200 people on that list and about 30 talk. 

H: There was one that Fricker and Guy Bleus was on. I think it was that 

one actually and then they stopped doing whatever it was they were doing.  So 

now on page 2.n so my target audience is artists like yourself who've been active 

in the Mail Art Network and Internet. And with your particular feet in both worlds 

kind of perspective I'd like for you to answer a few questions. So number one, 

based on your experience both a Mail Artist and an Internet artist, please briefly 
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describe your observations of both art networks in the following categories. How 

can you describe the values in mail art? 

DD: I have no idea, values, I don't even know what you mean by values. 

H: By values I mean are there expectations that people adhere to, that are 

kind of are either agreed upon that people can be judged by (laughter) things that 

they hold dear as things that they share as an idea of good, or something they 

share as an idea of bad. 

DD: I think that there are unwritten rules of mail art, I don't know I've 

heard the values which are the ones you hear about all the time.  If you have a call 

you send out documentation with names and addresses but I don't see that being 

held to. There's the unspoken one of you don't sell your mail art but I also have 

seen that. So I'm sure there are people who hold those dear.  I personally wouldn't 

sell my mail art or my quote archives, but if somebody says, "Hey, I want a sheet 

of your artist stamps. Can I buy it?" I would gladly. Or trade them which is what I 

usually do, trade them for something else. 

H:  How about in your experience in Internetworking, are there different 

values that you see there? 

DD: I think the Internet is extremely intrusive and a pain in the butte 

because often people expect you to instantly respond. There's no etiquette.  I'm 

not even seeing people say Dear Dragonfly Dream, blah blah blah. They just jump 

right in. And they want an instant response and I don't do that. I take my email as 

a letter and I digest it, I think about it, and then I respond. And sometimes I don't 

respond because a lot of times they are just statements. And other people send 
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email art which I don't particularly like because it takes up downloading time and 

if I haven't asked for it why are they doing it? I'd much rather have it in my mail 

box. 

H: Yep, I agree. I'm so there. So in your experiences in both worlds what 

do you feel are the strongest similarities between mail art networking and internet 

networking? 

DD:  It's just the concept of networking. Making contact with someone 

else. 

H: And the strongest differences between the two? 

DD: Internet is instant gratification if they're into it. You know, it's highly 

addictive as well. 

And I prefer snail mail, getting my mail, sitting back and looking at it and 

feeling it and looking up and looking it over again.  It's there! Email art, I have to 

print it out if I want to keep it. And I'm finding a lot - it's very political. A lot of 

political stuff, like the Amnesty International calls to stop the death penalty or 

stuff that I'm not into because I'm not political. I do it for fun. 

H: And you don't get that in mail art, those kinds of calls? 

DD: Not a lot, if I get them I don't necessarily respond, I'll pass them on 

but I don't respond. 

H: So what do you see, we've been talking about your past and your 

observations so now I'd like to move to what you think about the future.  Look 

into your future - you are getting sleepy. What do you see as your personal 

direction as a Mail Artist? What's your next step? 
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DD: So fun to be asked these questions because I have no idea. I know 

that I will continue to do calls and put stuff on the internet. I haven't been able to 

do any really showings, real time showings and some time in the future I would 

actually like to have.  

H: Like in a physical space? You haven't done that before? And really 

seen people view a big mail art show in person? 

DD: Well I have, I can't say I haven't.  I did that in my gallery that I was 

part of and where I worked we were able to put up a show. But now (unknown) 

my message in the bottle call I had wanted to put in a recycling show, but it ended 

up happening prior to my call ending so that's next year. 

H: And your personal direction as an Internet artist. 

DD: I don't really think of myself as an Internet artist. 

H: As an Internet user then? 

DD: Continuing showing of mail art that I choose to put up. 

H: How do you feel about you site I mean do feel that it’s a solid thing 

that you are going to keep adding to, or are you planning a redesign?  

DD:  I redesign all the time but I don't necessarily change the backgrounds 

every time.  I pretty much have a pattern I'll stick with.  One of the things I'll 

change, I've been seeing other people have stations with current mail art calls; 

calls with a deadline and calls that don't have a deadline. I might do that? 

H: That would be good.  So based on your observations of the mail art 

network are your opinions on the general direction of Mail Art? 
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DD: I don't know.  I see a lot of people getting into it quickly and burning 

out. There are a lot of craft people who do it and don't even know what it is.   

H: You think that's going to continue? Because you're the younger 

generation…a lot of the people here at this congress are. So I'm very interested.  I 

want to meet more people who are You've been in mail art as long as some of the 

older people but you've don a lot of other things so you just have a fresher look. 

DD: I feel like I'm not answering your questions well enough. 

H:  No no, you're doing fine!  

DD: It's hard to think about directions in mail art. Where I'm going, where 

it's going.  I just do it.  I just collect. 

H: That's good that's what I want to know.   That's your opinion. My; 

questions should not be formed to lead you to an answer. .. that I'm expecting a 

certain kind of answer because I'm not.  I'm actually considering changing these 

questions based on the responses I get. So it's possible that there are better ways 

of phrasing those questions but they certainly shouldn't lead you.  I want them to 

be open ended, for sure. 

DD:  Well, you know the general direction for mail art for me is different 

than maybe what everyone else is doing because I don't really know, this is my 

first time meeting all these people, and I'm realizing more that I have piles of mail 

art to answer. And you know I probably don't want to be quoted but I'm finding 

that I'm getting pickier. Because I have less time and, you know, there's all those 

hidden values that are unwritten that say it shouldn't be judgemental, but I find 

that anytime I pick up anything I'm looking at it  with the eyes of, "Hey is this 
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fun?" "Does this speak to me?" "Is this nothing?"  "Is this - you know - what is 

this?"  

H: The more you get the more you have to judge from. 

DD: People say that's a bad thing.  

H: Everybody does it. I think, I've had this confession before in previous 

interviews.  So what do you think about the direction of Internet art? Do you go to 

different Internet art sites and mail art sites? 

DD:  I do. 

H: Can you see different trends that you think will continue or stop? 

DD: Again I don't know.  I go…what I do is  I check to see my links are 

working. Somebody printed a new Internet mail art ring and that didn't work 

because Yahoo bought it or whatever they did. So that was fun because I found 

another Santa Fe artist. He is a poet, so where the Internet is very useful is just 

extending your knowledge and your contacts of who's out there.  

H: Cool,who is it? 

DD: His name is Alex something but he hasn't sent me anything and I 

haven't sent him anything.  It's been a few mails back and forth -- about my pond. 

H: Oh really? How big is your pond? 

DD: It's about 10,000 gallons. 

H: Like how wide is it or what is the diameter of it? Does it have a shape? 

DD: It's basically kind of kidney shaped. Fat kidney, and it's probably 15 

feet or 20 feet by maybe 10 or so. 

H: That's amazing. 
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DD: It's not my forte, numbers.  It's big, big. It's deep. It's got big koi in it. 

H: How big? 

DD: A couple are over that big, maybe two feet long. 

H: OK so this is probably the easiest one for you to answer, because this 

dissertation is under the wing of curriculum and instruction I'm very interested in 

learning. So I'd like know several things that you've learned from your network 

art experiences. 

DD:  I've learned that people are more judgmental than they want to 

admit. And that you can have a lot of fun with it. 

H: What have you learned? 

DD: I've learned that there are a lot of people out there doing just to do it. 

And suddenly last night I got a different idea from you about  perhaps maybe why 

people were do this, sending to calls the same piece of art.  I don't understand that. 

So I don't know what I've learned from that.  I learned I guess, that even though I 

think there are rules, there aren't. 

H:  Good, that's it.  That's all I needed. Thank you. That's perfect. 

DD:  another person in the generations -- strange because I have so many 

contacts, I really do, it's mind boggling. To be asked these specific questions  

H: It's really hard for me to be up here asking these very structured 

questions. But I have to be it's my learning, it's part of my learning process. I'd 

much rather be down there stamping, I mean it's killing me to be up here asking 

these questions, but I think I'm going to learn from shifting these questions around 

whether I'm asking the right questions. And if I'm not asking the right questions, 
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because I don't know what I'm going to get,  It's not going to be one of those 

dissertations where you sort of know, I don't have a hypothesis in other words., 

that has to be proven or disproven by my experiment. It's an open-ended thing, it's 

what's called a qualitative research project, which means I'm just collecting 

information, I'm parallelling the answers I get. So that's why I have the nine now 

eight questions that I will compare.  And once I get the transcripts done across the 

board what, they call it coding, what words people use that are used the most and 

that seem to have meaning for people and across the different people.  Then you 

can say, OK is there a general trend here and what does it mean? You discuss it, 

you don't say it means "mail art is dead" or it means mail art is important to the 

internet. You don't say stuff like that, so your answers were perfect. Because 

you're still growing in your development of what it means to you and that's the 

kind of answers that most mail artists give, "I'm still understanding it, here's an 

example of something that seems to relate to this question. This has been my 

experience." That's all I want. 

DD:  You know what I think I have brought, being that I didn't know Ray 

Johnson and I'm only 39 years old. There are a lot of people out there who say 

that he is the father of mail art  And I have go, now what is that? I mean anybody 

who ever wrote a letter is a mail artist. Somewhere in my research there was a 

quote that Cleopatra rolled herself up into a carpet and delivered herself to 

Anthony. Tha'ts mail art. And even some famous person who has written a book 

said. Well I don't know you have to -------------? I have discovered on the Internet 

that I have been called a mail art snob. I have made a lot of people mad because I 
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have these specific opinions and a lot of other people will come in and go "ne ne - 

you aren't supposed to say that." It's like, oh come on, you know. Somebody 

asked me well why do you have mail art names? Well, I think a lot of that has to 

do with safety. A lot of people out there with multiple names. And if you are new 

in mail art and you don't know that Rudi Rubberoid is actually whatever, he's got 

at least five (names), and you're not thinking about where it's coming from.  You 

can have your pissy mail art persona, you can have your queenly mail art persona. 

I've never been into playing games so I lost. 

H: You're just plain and simple Dragonfly Dream. 

DD: Right and I piss people off with what I say.  I definitely got that. 

H: Yes, I've pissed people off too, although I'm a sweet thing. That's kind 

of what I like about being a woman mail artist. Is that we get respect and get 

listened to. And I said this in front of my boyfriend who attended the last 

conference with me. He said, "No you don't." He said, "If you look at what those 

guys are doing when they are talking around the table and who they are listening 

to and who's being quoted, it's the same old art thing." But I don't believe that 

because I've grown in mail art so much. That I don’t feel I could have grown so 

much in any other art form, not in performance art, not in gallery art. It's personal, 

it's just me. I love letters I love mail.  Anna Banana said something so interesting 

today.  She said that most of the mail artists she talked to, because she's done an 

interview project too and also through Ruud Janssen's project that most people are 

already doing something related to the mail and then wandered into mail art.  

Were you one of those? 
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DD:  Yes, I was creating …  

H: I'm going to add that question. 

DD: Yeah, that's good. Because I don't even know how it was that I 

discovered mail art. So I have been asked that.  I don't know how long the 

magazine Rubberstamp Madness has been functioning, but somewhere in the 

eighties I started rubber stamping, loved it, said, "Let's create a greeting card 

company with a partner." And what quickly happened was that I was creating 

cards that were much more complex whereas she wanted two rubber stamps. And 

I would make a scene and what ended up happening was people were buying and 

were doing it to them, and that bothered her. And the whole copyright issue came 

into play and that's a pain. And I talked to Anna Banana and I said well why don't 

we write a book together on femail artists and she and I are of different worlds. 

We wrote a lot of letters back and forth and she says well, maybe you're talking 

about more craft artists.  Because there are all these women who are rubber 

stamping and doing all these fun things, and I said, I have a number of those but I 

wanted to do female artists, but then to write a book on that and reproduce 

everything you have to get everybody's permission and you have to have 

copyrights. 

H: Right, instead of an artist, you become an administrator. That's 

happened to me several times. 

DD: So in your dissertation are you going to lump everybody together or 

are you going to say,  "Anna Banana said this?" 
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H: Oh yes, you attribute specific quotations to the people, but you review 

the your statements in relation to other people.  And to make sure that what you 

said in an interview is really what you meant.  Like I'm not going to quote you out 

of context or I'm not going to try an color what you said. I want it to be your 

meaning.  And you're going to have time to think.  Like you know that question 

about would you be available for subsequent interviews is so that you and I can 

both think about these questions and develop what might, what we really think. 

Then you will see near the end, I'll show you the trends that I've been coding in all 

the different interviews.  It's a very interesting process. 

DD: I'm looking forward to it. 

H: Yeah, me too. I can't wait.  It's like a mystery and I'm probably going to 

write it like a mystery. It's first going to have dissimilar pieces of mail art in it. 

And I would actually like to have mail art from people I'm interviewing. But not 

let anybody know that in the beginning and see if people can see an attribution.  I 

want a hook as a mystery and maybe I never say it in the book.  And maybe I 

never say it in the book and people have to write to me or to somebody to say is 

this yours or is this yours? And try to solve the mystery,  

DD: That would be fun. 

H: Because I don't want to write a dry dissertation but I do want it to be 

academically rigorous. And to be especially, it's very important to me to have at 

least as many women represented as men. And I'm going to get that.  

DD: I have tons of contacts. 
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H: OK Yeah, and I'd like younger women mail artists, especially who 

have like I said, the criteria is that you have significant mail art experience and 

fairly significant Internet experience.  And I'm still struggling with how I say 

Internet, because it's like Internet artists, because I don't think mail artists who use 

the internet, like you do to distribute calls and stuff or create a museum are 

necessarily using the internet artistically then I think they are using the Internet to 

communicate for another kind of art form that's outside of the Internet. That' a 

very efficient way of doing it because mail art is mail, you know.  

DD:  My Internet gallery is because I don't have the space to show it.  If I 

said, "Come to my house, you know, it's really hard to get out to my house first of 

all, directions are crazy, it's way out in the country. And  I don't have a gallery 

affiliation so that's why I do it there.  

H: Most people, I mean, a lot of people have digitized their mail art shows 

and it's really handy to go see a show in Japan -- Oh look at that, Rysosuke Cohen 

who does the brain cell; he has served that function for years -- everybody's on the 

Brain Cell -- and you can see an array of peoples imagery, aphorisms, or 

statements or rants and raves. 

DD: Or those little magazine cookies, you know subscribe to this 

magazine stamps.  What? OK. I know I get disappointed because somebody -- I 

got lots of documentation that don't have addresses.  They just have names. There 

are so many different calls. 

H: How many do you think you do a month? 
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DD:  Calls?  I would probably say less than five. I really have to be 

interested in it. And if I'm not necessarily in it but I like the person, they send me 

good mail art, I enjoy our correspondence.  I try to send something. But boy, I can 

answer everybody.  I can't even answer all my mail art.  

H:  One of things I think the similarities is between mail art and internet is 

the amount of information you get deluged with.  The more interest you show the 

more it comes in and it's ironic, the more interested you are, the less attention you 

can pay to each piece. That paradox is there. 

DD:  I know, I have created very big wonderful, beautiful time-spent 

pieces now I don't do that as often because I've got more contacts, it's the 

postcards, it's the artists stamps, it's the quick in and out respond.  And I'm really 

enjoying getting letters back. That's why I did thata bio, to find out who is behind 

this person. 

H: Well thank you so much. 

DD: Yes now you can go down and rubber stamp now. Giggles. 

H: Thank You! 
 

SZTUKA FABRYKA INTERVIEW JUNE 7, 2001 

[1] Organiser of ‘The Playground’ at the international "Independent Music 

& Arts"-Festival. 

'The Playground' is the location at the Festival for experiments within art, 

music, video, performance, installation-art, literature, … 

Edition 14 on Saturday 6th of April 2002. 

http://www.dma.be/p/amphion/sztuka/netwrk01.htm 
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 [2] SZTUKA FABRYKA GALLERY -the internet project- 

http://www.dma.be/p/amphion/sztuka/index.htm 

A site for the promotion of activities in the international independent 

music, publication and mail-art. Reviews of tapes, CD's, vinyl, video, mags, zines, 

books, ... send to our Archive. Information and new contact addresses of labels, 

musicians, small-press, websites and much more. 

============================== 

[ADDRESS] Sztuka Fabryka - c/o De Decker Geert - Kerkstraat 290 - 

9140 Tielrode - Belgium 

Tel. & Fax (24 hours a day): ++32 (0)3-770 84 64 

Mailto:Geert.De.Decker@village.uunet.be  

 ============================== 

* Sztuka Fabryka is an artistic concept. 

Questionnaire answers 6/7/01 

Hello Honoria, 

 Hereby my answers on your questions. I believe it has turned out into a 

lot of data. I am sorry for the bad English, if it is to bad please correct it then. Will 

answer some of your questions which you have wrote in your snail-mail letter 

later. 

Did you received my "Critical notes about e-mail-art!". 

Hope for a reaction 

Sztuka Fabryka 

About you  
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- Your Mail Art name: 

Sztuka Fabryka  

- Other names: 

Stanislaw Dragowanowitz - Bert rocket - Sir Walter Crunckett the 3rd of 

Paddington High  

- Your email address: 

geert.de.decker@village.uunet.be  

- Your postal address: 

Sztuka Fabryka - c/o De Decker Geert - Kerkstraat 290 - 9140 Tielrode - 

Belgium  

- Your phone number: 

++32 (0)3-770 84 64  

 Your Permission:  

Yes I give my permission. 

Yes I am interested in being contacted for a personal follow up.  

1. "How did you first become involved in Mail-Art?"  

It was 1986 or 1987 that I became involved in Mail-Art. The years before 

I have made a punkmagazine called "Doodtillegaal" for which I had the idea that 

people would send me about 20 prints of their artwork and I wanted to include 

this in the magazine. A friend told me that this idea was not new, because he 

knew that this is common in Mail-Art. He knew about Mail-Art thanks to "De 

Media" which was a youthclub that has done a lot about Mail-Art in the 80's. My 

friend was living in the same town of "De Media", so I asked him the address of 
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"De Media" and wrote them asking what is Mail-Art. The answer I received were 

3 addresses and a little explenation to send something to them and to explore 

Mail-Art by myself and that is what I am or we are exploring since then. 

2. "Describe your personal current and future directions as a Mail-Artist?"  

This is a difficult question. I will tell you what my plans are in order. First 

I want to work out the Sztuka Fabryka Mail-Art Archive everything stored on its 

place so that everything easily can be found. For the Archive a database has been 

made by a friend that contains records of the artists and everything what can be 

find in the Archive. This give a well structured Archive. Future: I hope that my 

Archive will become interesting so that a museum will be interested in it after my 

death (immortality). Second: see question number three. Third: wants to make 

from our Festival a yearly do-not-miss meeting place for Mail-Artists at our "The 

Playground". Future: Try out of "The Playground" on the 14th International 

"Independent Music & Arts" -Festival.   Fourth, I hope that I can meet more Mail-

Artists at meetings or during our vacations and that I can continue with all I have 

done the past years. Maybe also starting with some expositions, performances and 

musical activities. With other words more Mail-Art activities outside my flat. 

Future: Wants to make a special exhibition about Sztuka Fabryka its past and 

future, a exhibition that can be exposed on Festivals and meetings. Maybe 

combined with a performance or a musical performance (something for 2002). 

3. "Describe your personal current and future directions using the 

internet?"  
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Second I am working out my website the main items about Mail-Art, 

publications and music will remain. Plans are made to add some more new items: 

about our artwork that we have made till now; full complete information about 

our festival and all the previous issues; Everything about Sztuka Fabryka in 

general; "What is Mail-Art?" explaining Mail-Art for those who have never heard 

about it; and putting the database of our Mail-Art Archive online. Future: The last 

item must give the possibility to give online visitors the possibility to explore what 

is there at our Mail-Art Archive. Maybe also giving the possibility to see the 

artworks and giving basic information about the activities and work of the Mail-

Artist. The renewed database will have a new URL and is scheduled to be online 

(under construction) in August of this year. This way we hope to provide more 

information about us and Mail-Art. 

4. "Please describe similarities in Mail-Art and internet networking 

systems, strategies and values?"  

This is another difficult question for me, maybe because I see internet not 

as a part of Mail-Art. But as a way for quick communication (e-mail) and a way 

to publish information about Mail-Art (website). With other words I see internet 

as tool for stimulate or promote Mail-Art through the postal system. I do my best 

to find similarities but can not find it. 

5 "Please describe differences between Mail-Art and internet networking 

systems, strategies and values?"  

The difference between both is the physical situation and time. Internet 

networking is physical not present and it goes very quick. This gives me the idea 
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that internet networking is to easy to make. While Mail-Art forces you to to think 

how you will present it (on paper, 3D, collage, …) and you need to put time in 

each Mail-Art piece you have got to make. Even when it is a series of printed 

postcards there is an artwork to touch. This gives to Mail-Art an emotional value. 

While e-mail-art (if this exist) is reduced on the level of a consumption product, 

easy to produce on full-scale in digital form around the world. E-mail-art = fast 

art 

6. "What do you think are the general directions of Mail-Art now and in 

the near future?"  

I believe that Mail-Art will remain mainly as it is now. It will remain 

attract people who are interested in the physical creativity and the creation of 

artworks on paper that is forced to by send by post to get it on the other side of the 

world. Maybe that thanks to the computer technology more audio-art and video-

art will be made. These works will possibly send through e-mail (here it is a tool 

not e-mail-art), yet these digital files will always appear in the Mail-Art as CD or 

video-tape. With other words the Mail-Artists will have more and more the 

possibility to be creative in several forms of media (stamp-art, artistamps, music, 

video-art, …) 

7. "What do you think are the general directions of internet networking 

now and in the near future?"  

At the moment I just can not give an answer to a question that I ask 

myself: "Will one day internet and e-mail replace the postal system as it is used 

now for Mail-Art?" But I think that this will be not for the next 50 years, also 
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because internet is a hype now at the moment. Internet networking will be a tool 

for normal Mail-Art activities through post. 

8. "Please provide the URLs and a brief description of your favourite 

Mail-Art related website(s). What do you appreciate about the site(s)?"  

Infact I visit the websites only when I want to make a link from our site to 

their site. I visit the site, look what is on it and see if there is something interesting 

at the site that people really should see. All this information I place together with 

the link on our website. So it is possible that I visit a site only once, or regularly 

when they say a change has been made. [name of artist: little description & URL - 

why it is interesting]  

Some good sites which I described as not to miss at my site are:  

Guy Bleus: the pope of Belgian Mail-Art http://cemu.fmv.ulg.ac.be/bleus/ 

- collection of essays on Mail-Art  

Not Two: Snails and art on the pages. http://www.nottwo.demon.co.uk/ - 

Shopping Trolley Gallery: mobile art show on a dear old lady's own shopping 

trolley.  

Keith Bates: A brief look at his Mail-Art. http://www.keithbates.co.uk/ - 

Complete look on his extreme beautiful artwork.  

M. J. Pilvari Pirtola: Poetic site with remarkable lay-out. 

http://www.cs.helsinki.fi/u/pirtola - See how a website can be artistic.  

Reine Shad: professional website about Mail-Art. http://mailart.fr.St/ - free 

fonts - e-cards - just everything about Mail-Art.  
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Angela & Peter Küstermann: Netmail from Mail-Art Mekka Minden. 

http://www.netmailart.de/ - See their world tour and visits to Mail-Artists.  

Mail-Art Forum: A to the point site with great lay-out. http://www.mail-

art.de/ - No nonsense site that allows you to spread your Mail-Art news.  

Artpool: One of the biggest and important Mail-Art archives. 

http://www.artpool.hu/ - All what you want to know about world's largest Mail-

Art Archive.  

MAGAM: Ruggero Maggi, Anna Boschi & Vittore Baroni. 

http://www.sapienza.it/magam/ - Don't miss the pages of Cavellini at the museum.  

Ruud Janssen: Immense website and his TAM Archive. 

http://www.geocities.com/Paris/4947/index.html - The Mail-Art interviews gives 

you the background story of many Mail-Artists.  

Kiyotei's Den: Website of Kiyotei. http://www.art.net/~kiyotei - Big art 

linkpage with about 275 links.  

ASKalice Art Net: News from the world of shouting at the postman. 

http://members.aol.com/satpostman/ - Site which shows that Mail-Art is a way of 

life  

Mark Bloch: Panscan - The Home of Irritainment. 

http://mosaic.echonyc.com/~panman/ - All you want to know about Ray 

Johnson's life, art and death.  

Artistamp Inc.: The world of artistamps. http://www.artistamp-inc.com/ - 

Useful databases.  
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Jas W. Felter: Jas Cyberspace Museum. http://www.faximum.com/jas - 

Artistamp gallery with historical and Mail-Art artistamps.  

Ragged Edge Press and The Sticker Dude. 

http://www.RaggedEdgePress.com/ - Interesting linkpages. 

9. "What have you learned from your networked art experiences?"  

Another difficult question, this time because I do not learn from my 

networked art experiences. Maybe I do but then it updates my instincts. In fact I 

practice Mail-Art emotionally. It is the way that it is possible to establish an on 

conditional friendship with somebody on the other world you have never met is 

just wonderful. I practice Mail-Art to fill the loneliness that life can bring 

sometimes.  

Please describe your online activities  

1. "How many years have you been involved in the internet?"  

My website became online for the first time in May of 1995. That time 

here in Europe internet was a phenomenon we only knew as practiced in the 

U.S.A. There were only a few Mail-Art sites in the U.S.A. and we have learned 

that we were the very first Mail-Art site constructed in Europe. Only two years 

later internet was definetely settled in Europe mainland. 

2. "If you have a website that includes Mail-Art what is the URL?"  

http://www.dma.be/p/amphion/sztuka/  

Soon a new URL 

3. "What aspects of Mail-Art are featured on your website?"  
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On our site their is attention for Mail-Art in general and whatever is going 

on in the international network, international independent publication and small-

press and about activities in the international independent music-scene. Also we 

highlight our own activities.  

Soon a new URL with besides above also more information about our 

artwork, festival, Sztuka Fabryka in general, the database of our Mail-Art Archive 

and "What is Mail-Art?". 

Underneath you find the essay 'Critical notes about e-mail-art!". 

Surprisingly people find it a good essay and it has been published also 

several times on the internet and in other publications. Enjoy it and tell us what 

you think about it. 

Critical notes about e-mail-art! by Geert De Decker (Sztuka Fabryka)  

The past years internet has slowly entered the Mail-Art Network, even 

some mail-artists speak about a separate e-mail-art network. Can we point some 

critical notes about this e-mail-art network? 

The basic idea that Internet is a dream of the world-without-boundaries, 

with no geographic or time distances (cfr. A. Tisma), is exaggerated. It is true that 

the rate of people who are connected to the Internet is growing every day, but this 

happens mostly in the industrial western world. In these countries big companies 

lead the infrastructure for the Internet-network, and this is costing them each day 

lots of dollars. While at the same time in the rest of the world no investments take 

place to supply several millions of people with this technology, in fact a majority 

of the  world has even no possibility to apply electricity. Within the western world 
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itself there is a large amount of people that do not have the possibility to use the 

Internet, or can't use it. Fear for an uncontrolled growing of technology or never 

have had the chance to grow up with computer-technology are some of the 

reasons. Worse is that even some people have big difficulties to provide 

themselves with the basic needs of a good life, in America for example people die 

from diseases that can be cured with 5 dollar, internet will never reach them. The 

computerworld is moving fast, philosophically time goes 4 times quicker in the 

computerworld then in human life. The technical improvement and progress in 

program languages forces people to update their knowledge every day, this is 

unnatural for every living human being. Once each computer specialist will 

realize that it is impossible to update his knowledge every day, because next day 

his knowledge is already old. According to the laws of nature this is "energy=0". 

There have been many specialists in the early computersystems who realized that 

they were not able to use new software  when they bought a new computer or 

when their company changed the system in the latest standard. 

Even when computer companies wants to believe us that current 

technology is plug-and-play, we realize that it is nothing else but sales-talk, 

because always you need the help of friends to solve system problems. By the 

way how many of the internet users understand what it means "MIME-type: 

audio/x-aiff"? Excuse me if we say that internet technology is one of the most 

user unfriendly technologies of the world. 

How can e-mail-art be the dream of a world without boundaries when it 

needs so many energy, time and money to be part of it? When internet will be 
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slowly applied in more of our daily actions and services, it will cause a bigger 

indifference between several cultures and populations on this world and small 

communities. Major populations will get excluded while a world without 

boundaries is the idea to grow nearer to them. 

Let us have a look at the idea of e-mail-art, namely e-mail as a way of 

sending ideas and art. Such as in the Mail-Art Network ideas and art will be 

spread using the postal system, by means of letters, zines, books, tapes, 

photocopy-art, rubberstamping, ... E-mail-art is very impersonal, so it is not useful 

for any good intimate communication, besides the positive aspect of speed! 

Communication is one of the most important components in the Mail-Art 

Network that makes Mail-Art so interesting for hundreds of its contributors. It is 

the expression of a persons individuality towards an other person. And how this 

expression looks, is different for every person and makes communication unique. 

Each person has his specific voice, body language, handwriting, the placement of 

words on the paper, ... Each specific expression that makes a person an important 

part of individuality within communication. While e-mail technology does not 

give us the possibility to express our ideas and art on our own specific individual 

creative way, without adapting ourselves to the technology. E-mail only gives us 

the possibility to send plain text that does not highlight the individuality of the 

sender. Besides this you can attach artwork images. I must say a very useful form 

of distributing information. It is only a pity that these images will never reach the 

beauty that a dimensional version has, an attachment has lost his dimension of 

space. The speed of e-mail is a positive evolution: you can react on each others 
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ideas in a few moments and spread it towards several other receivers. But speed 

can be confusing for human mind, our brain needs time to arrange and over think 

messages, e-mail communication can soon become to complex. This complexity 

causes problems in keeping up an overview in what a person receives and sends. 

Ideas can be spread around so quickly and adept so easily that there is no certainty 

about the source of all this information. 

Internet can cause information sickness and can alienate people from the 

real world, as there is also a world without internet, such as a local 

neighbourhood. Access to worldwide information makes it a material possession, 

the access to information on the internet is only stressed by amount and time and 

not by quality. 

E-mail-art is to complex, to quick and to much evolving in time and 

technology that it is unsuitable to be a good instrument for the democratization of 

art. Art needs slow and steady networks so that ideas can enter and grow slowly 

into the minds of artists. The postal system is accessible for every citizen on this 

globe and it needs no other technology as pen and paper, and the knowledge of 

writing. With the possibility of expressing his individuality in every way. But 

nothing the less e-mail is also a positive technology to spread around information 

quickly, only we have got to give all those who have no access to  e-mail the 

possibility to apply this information. 

  Copyright by Sztuka Fabryka 

For reactions: Geert.De.Decker@village.uunet.be 
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Free for publication: if one copy will be send to the Sztuka Fabryka 

Archive and our address will be added. 

MATT FERRANTO INTERVIEW JUNE 1, 2001 

Thanks for your message. It's a lot to reply to but over time I might get it 

all answered. The interview questions might take a few tries.  

For your text questions: Misreading Mail Art was my MA thesis at State U 

of NY, Purchase, in 2000. It has a lot of figures but I didn't want to publish them 

on the web without permission and am not up to seeking/getting permission. 

Although it would look much, much better with pictures. If you really want a 

copy of it, we can probably arrange something.   

And yes, there are several pages of bibliography. Funny, I thought I had 

included that. Well, yes it's there. I made extensive use of the usual suspects - 

Mike Crane's book, John Held, Eternal Network, etc. My advisor prof runs a sort 

of sideline business in rare art books, and he had several books and catalogues 

that were a great help. Some essays by Guy Bleus were also useful.  

Internet and mail art are an interesting twosome. It really should have been 

the focus of that essay. I'd be interested to see what you do with it. I'm still 

wondering about the piece of mail art that is showcased at the start of every issue 

of WIRED magazine. One of those "to contact" things I've not yet done.   

If you want to reach me through the snail mail, you can send things to. 

Please do not share the address. I don't want this address to end up on mailing lists 

- a bit anti network of me, isn't it? Someday I'll get a po box.  

OK, here goes. See you in the mailbox.  



 303 

- Your Mail Art name: Matt Ferranto/The Spare Room  

- Other names   

- Your email address: mattferranto@spareroom.org  

- Your postal address : see above, also w/regard to publishing  

- Your phone number: I'd like to pass on this for now  

YOUR PERMISSION   

I give my permission to use my responses to the questions on this form in 

honoria's (Madelyn Starbuck's) University of Texas at Austin doctoral dissertation 

data and published dissertation that will be printed and posted on the EMMA 

website. ok  

I am interested in being contacted for a personal follow up interview about 

comparisons between Mail Art and Internet artistic issues.    ok      

PLEASE DESCRIBE YOUR ONLINE ACTIVITIES  

How many years have you been involved in the Internet?  

About three years  

If you have a website that includes Mail Art what is the URL?   

http://www.spareroom.org/mailart/mailart.html (I should really fix that 

into an index page...)  

H: What aspects of mail art are featured on your website?  

MF: Dead White Mail - a networking exhibition of 1999; Misreading Mail 

Art - an essay from 1999 dealing with mail art as part of an art-historical avant 

garde; Mail Art Archives, 2000 - networking project cataloging 30 individual 



 304 

archives, plus an essay about personal archiving and its impact on museological 

practice  

1. How did you first become involved in mail art?   

I thought I invented mail art in 1987 when I sent a postcard to the San 

Francisco Museum of Modern Art. I sent an  accompanying letter in a handmade 

envelope asking them to stamp it and send it back. The idea was a piece of art as a 

piece of luggage, stamped from various art locales, so the work would traverse 

various museum spaces without residing in any one. A few weeks later the 

postcard came back with gorgeous stamps and calligraphy. I had met Fern Von 

Schlafke, a preparator and the first mail artist I ever knew. We exchanged things 

for several years and he sent me lists of other people who did the same.  

2. Describe your personal current and future directions as a mail artist.  

I'm currently looking to set up a mail art project through my job as a web 

designer at the United Nations Cyberschoolbus 

<http://www.un.org/cyberschoolbus/>. I would like the site to serve as a sort of 

hub for sending/receiving and displaying items that students send back & forth to 

each other, hopefully across national boundaries. I'd also like to put the Spare 

Room <http://www.spareroom.org/portfolio/index.html> (go here and click on 

"wood") on the web.   

3. Describe your personal current and future directions using the Internet.  

see above?  

4. Please describe similarities in mail art and Internet networking systems, 

strategies, and values.  
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Both are fairly horizontal, allow people to establish a form of one-to-one 

contact for a relatively low cost, both are prevalent (indeed built upon) in Western 

industrialized nations, both emphasize a "countercultural" aspect  

5. Please describe differences between mail art and Internet networking 

systems, strategies, and values.  

The physicality and tactality of mail art sets it apart; the Internet lends 

itself to messages that can multiply beyond themselves in an astoundingly short 

time (such as the Florida ballot drawing) - in some ways the lastest development 

of the xerox machine strategies that developed among mail artists in the early 

1970s. You can send exquisite items through the Internet, but anything sent is 

easily replicated. Not so with a lstamped lump of coal.  

6. What do you think are the general directions of Mail Art now and in the 

near future?   

Not sure. I wonder if mail art can ever be anything besides Ray Johnson's 

long shadow.  

7. What do you think are the general directions of Internet networking 

now and in the near future?   

Probably more corporate, less private, likely to be taxed or otherwise 

require payment (like postal stamps). I would guess that it would include advert 

messages or other means of pushing sales. Also likely to be a marketing tool - 

charted for demographic use.  

8. Please provide the URLs and a brief description of your favorite mail 

art related website(s). What do you appreciate about the site(s)?  
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I don't have the URLs handy but might find them later. I like Rudd 

Janssen's site because it's so...genuine. Even if it's a mess design-wise.   

9. What have you learned from your networked art experiences?  

Could you help me here? What is that Duchamp quote about the avant-

garde of the future will be utterly invisible? Can you tell me the whole quote? 

Then I can finish this.  
 

MARIE FELETTI-HARDOUIN MARCH 14, 2002   

MFH: Contacts with women in mail art 6/2/01 

Patricia Tavenner, patriciat@patriciat.com - Site with only one page under 

construcion 

Jana Egerova, janaegerova@excite.com - no site but listed in mail art 

shows 

Linda Pelati, clochart@yahoo.com 

Lia Garavini, gfoschi@mbox.queen.it 

Maaike de Laat, m.m.de.laat@st.hanze.nl 

I hope it's not too late, cordialement 

marie 

1/ What kinds of mail art are you working on now? 

Actuellement, je travaille sur un projet de mail art concernant le bestiaire 

de la montagne pour la fête de la transhumance qui sera exposé cet été à Grenoble 

(France).  

En début d'année, j'ai lancé un appel à mail art sur le thème du bestiaire 

car j'enseigne aux lycéens la création d'images digitales et nous devons exposer 
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dans le cadre d'un festival international d'art et de technologies au mois de mai, 

aussi j'ai trouvé très valorisant d'y ajouter des oeuvres de mail art. 

Ce travail avec les jeunes est assez prenant et il ne me laisse que peu de 

temps pour participer à beaucoup de projets en ce moment d'autant qu'être 

immergée dans cette thèmatique du bestiaire bloque un peu ma propre création sur 

d'autres sujets. 

1/a What are you planning to do next? 

Après cette exposition d'images digitales et de mail art, je regarderai à 

nouveau les projets de mail art et je reprendrai mon travail personnel sur les 

images digitales.  

2/ How do you use the Internet? 

J'utilise Internet tous les jours pour des recherches documentaires, des 

informations pratiques pour visiter des sites de créations artistiques et bien sûr 

pour le courrier. Je ne manque jamais de visiter les sites qui sont recommandés 

par les participants au mail art.  

2/a  Any plans for new Internet projects? 

Je prépare un site qui sera en ligne à partir du mois de mai et qui 

contiendra une partie réservé au mail art. A cette occasion je pense lancer un 

appel à mail art en ouverture permanente sur le thème du temps. 

3/ What do you think mail art and internet communications have in 

common? 
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Ce qui est commun au mail art et à Internet est la souplesse d'usage, 

l'aspect informel et ludique, la dynamique de réseau, l'ouverture des actions au 

plus grand nombre et l'échange. 

4/ What are the differences? 

La grande différence tient dans l'aspect technologique. Il est indispensable 

de disposer d'un matériel qui peut s'avérer coûteux pour certains. Sur le plan 

purement artistique ce médium électronique ne convient pas au traitement de 

toutes les oeuvres, notamment celle en 3D. La mise en ligne des oeuvres ne peut 

évidemment pas rendre intégralement la lumière, la texture, le rendu des couleurs 

et prive du toucher qui est si sensuel.  

Malgré cela, grâce à Internet, les projets de mail art sont de plus  en plus 

souvent visibles en ligne et donne ainsi l'occasion de voir le travail des autres. 

5/What are your favourite mail art related websites?  

Le premier est le site français de Reine Shad 

J'aime aussi flaner sur le site phi lu et voir et revoir les projet sur 

crosses.net Je cite ces trois là car ils sont ceux que je visite souvent mais je 

regarde énormément de sites de mail art par simple curiosité. 

5/a What are their URLs and a brief description? 

http://perso.wanadoo.fr/reine.shad/  

Un rubriquage complet qui fait place à un historique avec extraits des 

textes fondateurs, des interviews, des appels à projets, une galerie, un forum. 

http://www.phi.lu/mailart.html 

Une galerie riche et dense, des portraits sympathiques 
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www.crosses.net  

Une galerie bien fournie et un forum qui fonctionne. 

6/ What have you learned from your networked art experiences? 

A connaître un peu mieux les individus qui participent au mail art et à 

tisser des liens avec. Bizarrement, internet a de mon point de vue donné un visage 

(au sens propre du terme) au mail art. Les affects circulent, parfois jusqu'à 

l'extrême, les émotions sont plus présentes et plus riches.  

Une communication plus ouverte. 

7/ Your name, email address and permission to quote your answers. 

marie hardouin, marie.feletti-hardouin@wanadoo.fr 

J'autorise l'exploitation de mes réponses à ce questionnaire dans le cadre 

de l'étude poursuivie par Honoria. 

Translation of Interview with Marie Feletti-Hardouin 

Translated by Melanie Levy 

1/ What kinds of mail art are you working on now? 

Right now I’m working on a mail art project about mountain herds [of 

sheep] for the festival of transhumance [the annual migration of sheep from the 

south of France to the mountains in the north] that will be shown this summer in 

Grenoble. 

At the beginning of the year, I started a new mail art campaign on the 

theme of herds of animals because I was teaching high school students how to 

create digital images and we had to show work as part of an internationational 



 310 

festival of art and technology in may; also I found it very valuable to add these 

works of mail art there. 

Working with young students is rather interesting and it doesn’t leave me 

much time to participate in a lot of projects at the moment, as well as being 

immersed in this herd study which hinders a bit my own work on other subjects. 

1/ a What are you planning to do next? 

After this digital image/mail art show, I’ll be looking at new mail art 

projects and I’ll take up working on my own personal work with digital imaging. 

2/ How do you use the internet? 

I use the internet every day to research information, practical information, 

to visit sites with artistic creations and of course for e-mail. I never miss visiting 

sites that are recommended by other mail artists. 

2/a Any plans for new internet projects? 

I’m preparing a site that will be online around may and will contain a 

section dedicated to mail art. Then I’m thinking of starting a permanent open mail 

art call on a theme of the day. 

3/ What do you think mail art and internet communications have in 

common? 

What they have in common is flexibility of use, an informal and (?) 

appearance, a dynamic network, the opening of a larger number and exchange of 

actions 

4/     What are the differences? 



 311 

The big difference comes in the technological aspect. It’s essential to have 

at your disposal materials that can prove to be costly for some people. In a purely 

artistic area, the electronic medium doesn’t suit the treatment of all work, notably 

those in 3D. The screen clearly can’t fully convey light, texture, the reproduction 

of colors, and deprives touch which is so sensual. Other than that, thanks to the 

internet, mail art projects are often more and more visible online, and so gives the 

opportunity to view others’ works. 

5/ What are your favourite mail art related web sites? 

The first is the French site of Reine Shad. 

I also like to look around the phi.lu site and look and revisit the projects on 

crosses.net. 

I cite these three here because they are the ones that I visit most often, but 

I often look at mail art sites just out of simple curiosity. 

5/a What are their URLs and a brief description? 

http://perso.wanadoo.fr/reine.shad/ 

A complete listing that gives a place to a historic account with excerpts of 

founding texts, interviews, calls for projects, a gallery, a forum 

http://www.phi.lu/mailart.html, a rich and dense gallery, nice portraits 

 

http://www.crosses.net, a well-populated gallery and a running forum 

6/ What have you learned from your networked art experiences? 

To get to know a bit better and to make ties with the individuals who 

participate in mail art. 
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Bizarrely, the internet, in my view, gives a face (in the proper sense of the 

word) to mail art. The effects circulate, sometimes to the extreme, emotions are 

more present and rich, a more open communication. 

7/ Your name, email address and permission to quote your answers. 

Marie Hardouin 

marie.feletti-hardouin@wanadoo.fr 

I authorize the usage of my responses to this questionnaire in the book of 

the study undertaken by Honoria. 

 

JAS FELTER INTERVIEW, 2001 

How many years have you been involved in Mail Art?  30  years 

How many years have you been online?  6 years 

1.How did you first become involved in mail art? Through contact with 

Dana Atchley (Ace Space Co.) and Ken Friedman (Fluxus West), as well as 

Image Bank in Vancouver.  With their introduction to the 'network' , I, along with 

several friends, legally established a limited corporation designed to act as an 

artist (in every legal sense).  This corporation was called Five/Cinq Aesthetics 

Limited and it engaged in various mail art and media art activities during it's life 

span (1970-1980)  

2.Describe your personal current and future directions in mail art.  

Currently I do little mail art - mostly artistamps and some correspondence from 

the Mraurovian High Commission in Canada, visual poetry and the like.  I see no 

change in the fore-seeable future. 
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3.Describe your personal current and future directions using the Internet. 

Currently maintaining and expanding the Jas Cyberspace Museum, responding to 

some e-mail art exhibits with new digital works.  I see no change in the fore-

seeable future  

4.Please describe similarities in mail art and Internet networking systems, 

strategies,  and values. I have no time to think about such things and don't really 

care.- I find the question to vague. I hate this type of question. 

5.Please describe differences in mail art and Interne t networking systems, 

strategies, and values.  I have no time to think about such things and don't really 

care.- I find the question to general.  I will say internet networking can be faster, 

but at least for us old-timers, nothing can replace the actual object delivered by 

the postman. 

6.What do you think are the general directions of Mail Art now and in the 

near future?  more participants, lower standards (of course there never were any 

standards), less quality (in general). 

COMMENT:  The Internet has replace the postal system to generate mail 

art - I see very little mail art generated as a result of a mailing, but more and more 

generated because  of an e-mail....  (this is from my prospective, of course, I can't 

speak for the rest of the world.  So for me this is the case....  

  7.What do you think are the general directions of the Internet now and in 

the near future? $$$$$, more participants, lower standards (of course there never 

were any standards), quality, etc. more sound, more movies, more ads, more junk 

e-mail. 
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  8.Please provide the URLs and a brief description of your favorite mail 

art website(s). I don't have a favorite - I very seldom visit mail art websites. 

  What do you appreciate about the site(s) you described?  

  9.What have you learned from your networked art experiences?  Well I'm 

not sure what my 'networked art experiences' are, but I would say first "Artist's 

are great people!", and "it's a small, small world!"  I do have a very unique 

experience - (tale to tell) - which started with a Japanese Scholar preparing a 

paper for the Japanese Government of the impact of the Internet on the Japanese 

Postal System - and ends with me in Moscow for the closing of the First Moscow 

International Artistamp Exhibition. (this of course was not the end, the tale 

continues to include 300 sewer covers in Spain!  What have I learned???  You 

never know what responding to an e-mail will lead to....    

COMMENT:  There are very few Mail Artists.  A Mail Artist is one who's 

principal medium for his creative expression is the postal system.  There are many 

individuals (artists and others) who participate in mail art projects, exhibitions, 

etc.  My question is, which are you interested in - Mail Art as Fine Art, or Mail 

Art as Popular Art. 

 

I do not consider myself a 'Mail Artist', and only know a very few 

individuals whom I regard as "Mail Artists" in the true sense of the term.  

Therefore I shouldn't be completing this questionnaire - however, since you did 

send it to me with a request that I assist you in your project, I have at least given it 

some thought - difficult as that is...  
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Your Mail Art name  Jas W Felter  and others I prefer not to reveal... 

Your email address  jfelter@direct.ca 

Your postal address  2707 Rosebery Avenue, West Vancouver, BC, 

CANADA  V7V 3A3 

Your URL  - <jas.faximum.com> 

Yes, I give my permission to use my responses to the questions on this 

page in honoria's (Madelyn Starbuck's) doctoral dissertation data and published 

dissertation at The University of Texas at Austin.  

Yes, Jas W Felter 

Yes, I am interested in being contacted for a personal interview about 

comparisons between mail art and web networking issues.  

Yes if you think it would be useful or interesting, Jas W Felter 

 

FLEA INTERVIEW SEPTEMBER 16,  2001  

- Your Mail Art name- Flea 

- Other names - the others involved with my website: Jillane, Vi, Ellen, 

Cat, Mike, Gina. These are all friends of mine that I’ve met in high school, 

college, or online. Also Jenn, Jenny, and Hollie whose works are provided by Vi 

for me to post. You might say we are all amateurs.  

- Your email address- flea555@hotmail.com 

Your postal address-  

840 S. Pasfield, Springfield, IL. 62704 USA 

- Your phone number- N/A 
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YOUR PERMISSION  

I give my permission to use my responses to the questions on this form in 

honoria's (Madelyn Starbuck's) University of Texas at Austin doctoral dissertation 

data and published dissertation that will be printed and posted on the EMMA 

website.  

X Yes   

I am interested in being contacted for a personal follow up interview about 

comparisons between Mail Art and Internet artistic issues.         

X Yes  

PLEASE DESCRIBE YOUR ONLINE ACTIVITIES 

how many years have you been involved in the Internet? 4-7 

If you have a Website that includes Mail Art what is the URL? 

http://www.geocities.com/fleamail22 

what aspects of mail art are featured on your Website? Galleries, mail art 

calls, some tips, a visitor’s gallery, some links, and a mail art web ring 

PLEASE ANSWER NINE RESEARCH QUESTIONS 

1. How did you first become involved in mail art?  

I had no idea that mail art was a movement when I started doing it. All I 

knew was that I am an artist and I have pen pals. I think there is a certain 

expectation from oneself to stick a sticker, draw a stick figure, add an image that 

we find amusing or beautiful. Since this envelope is a functional object and can be 

easily not seen as “real art” it became my only door into being able to understand 
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contemporary art. I got involved with it because I was having too much fun with 

it.   

2. Describe your personal current and future directions as a mail artist.  

As far as art goes, I am experimenting with media right now. I am making 

postcards out of painted plexi glass and painted fun foam. I’m starting to get 

interested in artist stamps and in eraser carving and other practiced techniques 

I’ve learned online. I have discovered the Internet as a wonderful tool for finding 

like-minded people. I am excited as hell to find that there are a great number of 

mail art calls. I really had no idea a month ago. As for the future, I hope to get 

some shows together, to get an MFA in mail art, and stay connected as long as I 

have the interest in it.  

3. Describe your personal current and future directions using the Internet.  

The Internet is wonderful. I’m getting global response from it. I would 

have never dreamed it possible. I hope to keep my Website up and create my mini 

empire of art in my cyber galley while simultaneously keeping the real art in 

multiple shoeboxes’. I can’t justify receiving all these wonderful papers for 

myself without making them accessible to others.  

4. Please describe similarities in mail art and Internet networking systems, 

strategies, and values.  

I suppose the answer would be that mail art is a trade system, and a 

sharing system and also the Internet functions on these levels. Web rings make 

this more possible.  
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5. Please describe differences between mail art and Internet networking 

systems, strategies, and values.  

I rarely see non-mail art websites that are as interlocked as the mail art 

websites. The most you could expect from them are a links page, but not so much 

gallery space.  

6. What do you think are the general directions of Mail Art now and in the 

near future?  

I really couldn't care less. It’ll never be an important movement to me. It is 

my source of fun and entertainment. I have a hard time considering myself an 

artist when I make these things and that’s fine by me. I am a collector and a child 

who gets to color. If I stressed out about it too much I would start to think instead 

of do, and that’s no way to make art. They say Mail Art is dead. I say it's not dead 

until the post office won’t deliver anymore.  

7. What do you think are the general directions of Internet networking 

now and in the near future?  

The Internet is a TV. That lets people with obscure interests inter connect. 

It will only grow stronger, bigger, and more diverse.  

8. Please provide the URLs and a brief description of your favorite mail 

art related website(s). What do you appreciate about the site(s)?  

My favorite is kiyotei’s. I visit it quite a lot. He is very involved with his 

site and updates frequently and answers emails. He supports other mail artist's 

work more then his own and goes out of his way to post other people’s calls on 

his site and elsewhere. I use his site as a tool in finding quite a bit of the mail art 
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calls. http://kiyotei.users4.50megs.com/ (temporarily down because of the 

terrorism as a tribute).  

9. What have you learned from your networked art experiences?  

 I have learned that I have stumbled upon a great thing that I can enjoy 

with others. I have learned the historical value of mail art and how to go about 

documentation and display. It's the closest thing I’ve found to an artist’s 

community. People are so willing to give of their art freely without a whole lot of 

incentive. Art is so much about money and prestige and being a visible star. Mail 

art is just the opposite. It’s for anyone. It is contemporary art.  

Flea Follow up questions: February 16, 2002  

1/ What kinds of mail art are you working on now?  

i just finished a series of flash cards with flashing instructions and pictures 

i took from mardi gras 2002 and a talking heads series with early 1900s heads 

saying silly stuff, monty python style. 

1/a What are you planning to do next? 

well- i owe a lot of people mail art so i will probably dig through my 

collective imagery and throw something together. i have been meaning to do a 

series of heavy set nude women.  

flea 

permission granted 

CHARLES FRANCOIS MAY 3, 2002 

 charfra@arcadis.be 
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The "photo with the remote" was a part of an internet project made by a 

female friend (Tamara Lai). She had launched a survey by internet about "the 

death of Art" and I had replied with a kind of joke (about art) based on what was 

still at the top of the media at that time: the 11 september event and followings. 

It's difficult to quickly explain you the whole story of that photo because it 

was attached with 4 webvideos and a text, in french. 

The complete package had to be put on a web site made by Tamara Lai 

(with an english translation) as a my contribution (entitled "my toRAboRA") (*) 

to her collective project, and placed at the URL: 

http://www.art-death01.be.tf/ 

(click "IN", then click "Charles Francois" in the list) 

I waited for that installation to inform you more about the story of the 

photo (to answer your question). Unfortunately Tamara didn't make that correctly 

and it's now almost nothing to see and to learn about my contribution at that URL. 

An here is an opportunity to say some words about a phenomenon that I 

have experienced, regarding mail art and the internet. 

- - - - - - - - - - - - - - - - - - - - - - - - - - - - - 

Tamara Lai is a very charming woman,living in the same town as me. She 

comes from the video art and she doesn't speak english very much. 

We have been knowing each other for several years before Internet, when 

I was doing MA (mail art), but without exchanging more than some few 

conventional words. 
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Our real communication began when she left video art to dive in the 

internet (note: she left her husband in the same time, and took the child with her, 

to live alone with him). 

I had then the surprise to discover that she was starting an intensive e-mail 

activity exactly like exchanges existing in MA, but without knowing anything 

about MA, and with partners completely outside MA, who were (just like her) 

starting the same e-mail art activity. 

I talked to Tamara about that strange analogy, but it didn't bring any 

interest from her in the MA story. Moreover she began soon perceived in the art 

scene of our town like someone doing something really new while i was myself in 

the same time leaving not only MA, but even any hope in "internet art" as 

bringing something really exciting beyond MA (I think - and experienced - that as 

a possibility, but was quickly disappointed by all the MA people using internet for 

nothing more than another way of organizing old "paper" MA shows). 

- - - - - - - - - - - - - - - - - - - - - - - - - - - - - 

(*) 

"mytorabora" was itself a part of a "trilogy" about the 11 sept events, with 

a visual poetry piece entitled "Charles Francois answers to the survey: what were 

you doing on sept 11, 2001?" and my "videowhishes for 2002", sent by e-mail, in 

which I was dressed as a surgeon. (by the way did you receive and decode it? of 

course I was speaking french...) 

- - - - - - - - - - - - - - - - - - - - - - - - - - - - - 

perhaps you have never seen this (alredy) old thing: 
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http://cemu.fmv.ulg.ac.be/postman 

 

JENNY HUNTER GROAT, 2001 

I come to this message board for the sense of fun and community. I have 

come to know certain people as good and helpful friends, and have been able to 

sharpen my taste and skills by continuing to try to do better and as well as many 

of these very creative, funny, thoughtful and intelligent people do with their work.  

We have many things in common. 

This kind of list is one of the best uses of the internet, in my opinion, with 

its aim an unselfish sharing, without having to purchase anything.  It really is 

what the original creators of the internet had in mind, the free sharing of 

information. When ever I have needed help I have found people here who were 

more than willing to try to give what they know. 

I particularly enjoy this and a couple of other lists in which I participate 

because of their emphasis on mail art, as an inter- national event.   

Jenny Hunter Groat 

hermitfarm@earthlink.net 
 

JUDITH HOFFBERG PILOT INTERVIEW SEPTEMBER 16, 2000 

Columbus, Ohio  

Contact information 

H: Your name?  

J: Judith A, Hoffberg 
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H: And do you have a different mail art name? 

J: Umbrella 

H: And your email address: 

J: Umbrella@ix.netcom.com 

H: And your postal addesss? 

J: PO Box 3640, Santa Monica 90408 

H: And your phone number 

J: 310 399 1146 

H: And I'd like to ask your permission to use this interview in my 

dissertation --  

J: You got it. 

H: would you be interested in follow-up interviews? 

J: Absolutely. 

H: OK so I'm going to get a little information about your past.  The 

purpose of letting people who you are.  How many years have you been involved 

in mail art? 

J: Twenty-five 

H: And how many years have you been online? 

J: Five or six I think. 

H:  Do you have a website that includes mail art? 

J:  There's mail art announcements, not mail art itself at 

http://calaphon.com/journal which is umbrella actually.  I usually try to send the 

mail art notices out from the last issue and I leave them there until the next issue 
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which could be two months and sometimes they are outdated but I'm really not 

the nexus for mail art announcements.  I think there are two other places that seem 

to be much more prolific than me and I… 

H:  Where are those?   

J:  One is in Spain, Alma, and the other is Alexus Braco  who sends me 

mail art announcements for a whole year now, and it's all documented and  I'd be 

glad to forward it to you so you can get a handle on it and ask him to send it to 

you.  I cannot believe this person, I don't know who he is.  I am stunned and 

actually humiliated because this guy has this pipeline and his antenna up.  I 

almost defer to him and I wouldn't steal from him like I steal from Dragonfly.  

But I think Dragonfly and I should know about him and she doesn't so that we 

know that the Latins are really on top of everything right now.  And I don't know 

how they get it all, but they do. And besides Gianni Simone our Italian friend who 

lives in Yokohama, who seems to be not listing at all but who seems to be a very 

nice conduit about mail art.  He brought out Wilfred Mould who had this 

wonderful listing of shows all over the world and he did six issues and couldn't 

afford it any more so he sold it to Gianni Simone …who came out with number 

one, who doesn't know everything about everything but certainly knows who to 

contact for essays and I thought the first issue was really good and I reviewed it in 

this latest issue of Umbrella. So I was pleased to see he is listing, he's really 

talking so for some reason he has a little more money than Wilfred and it costs 

money to mail out a journal from Japan. Much more than even we can imagine so 
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I don't know what's happening, but the men are taking over now. (laughter) except 

for Dragonfly. 

H: How does one get a hold an issue of Umbrella? 

J:  By subscribing or doing me a favor so you get a freebie. You know you 

send me something and I send you something so there are some freebies involved. 

H: So this is another grounding question about your present and your 

current involvement. What is your current involvement in mail art? 

J:  My current is sort of marginal. I'm probably not on everybody's list 

because I don't do mail art every day, every week, or every month. I rise to an 

occasion if a theme of a show stirs my soul and I have the time to do it.  One of 

the problems I have is not time management but certainly I sleep very little.  I 

have 21, sometimes 22 hours of working time and the distractions of my sister's 

disease, she has leukemia, and just making a living have impeded me in having 

fun in mail art -- it's a diversion for me, not my utmost priority and therefor there 

were years when I had more time and more fun. And these aren't the ones.  And 

really I'm just doing three pieces for this show, for the Ray Johnson show, it took 

a great deal out of me.  Not to make the pieces but to think about finding the time 

to send them in.  And since I knew I was coming, I really wanted to participate so 

that's why I did it.  I usually do a little more forethought than I do for what I've 

been doing lately so I'm not on the cutting edge, let's say that. 

H: And can you describe your current involvement in the Internet. 

J:  About four hours a day I'm on the Internet.  I read mostly mail. I have 

to answer a lot for my publication. I also have friends and I also have to keep my 
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nephew involved about his mother. And I also read a great deal of listservs 

because they supply me with a great deal of information, both for my field of 

artists' books and for my field of just keeping in touch with what's going on in the 

art world. That takes up so much time that it is not physically exhausting but it's 

mentally exhausting just to dump the things I don't need. You might say there's a 

lot of extraneous matter that comes through but there is a lot of important 

information.  Somebody said you can always unsubscribe but I'm afraid of not 

knowing what's going on so I come home after 4 days or 5 days and there are 150 

messages and if I'm away for a week it's almost 300 and it's two newspapers a 

day.  It's just too much information flowing through so I'm not having fun.  It's 

just another mailbox and it's a very perverse mail box because it's always full.  

That's the problem.  There's not a day when nothing's in it. And it would be nice 

to have a day off, like a Saturday. 

H: For purposes of my research I'm going to use your special situation of 

being knowledgeable about mail art and knowledgeable about the Internet to zero 

in on your ability to compare the two. And my first question, and like I told you 

I'm going to move later on, I'd like you to talk about the values you find that are 

shared by mail artists that's the first part of the question.  But later on I'm going to 

ask you the values that you find in Internet working situations. 

J: They may be very similar and they may be different.  I've been in the 

mail art world long enough to tell you that we didn't have computers in the 70's. 

Also in the mail art world I've …. Ulysses Carrion in Amsterdam where I learned 

there was such a thing. There was rubberstamp art. There was all kinds of 
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definitions of using the mail system in order to communicate. And I found that the 

Europeans, especially the Latinos who are living in Amsterdam, who are a 

remarkable group of people who really communicated with each other in a 

marvelously imaginative way and I found that from the book art world going into 

the mail art world we were all connected because of that, by the way, and it was 

an interesting thing that the book artists and the performance artists were also 

mail artists.  So there was no really fine definition between the media used and as 

a result I found it playful, imaginative, harmonious networking before we even 

had an Internet. Systematically well-defined because the international postal 

service really worked, in most countries except Italy, and I found later in 

Spain…you wouldn't want to know about it…and  in Latin America, hardly ever 

and we also found in the seventies there were still political and social issues that 

could be addressed through the mail art system as well.  So I found that there 

were causes, sometimes somebody got in prison because of freedom of speech 

and therefor we tried to save them through the consulate and the organization was 

done through the mail because we had no other way.  Fax wasn't even being used 

readily at all.  It was called unifax and nobody even knew about it except certain 

corporations. So the mail system really worked and also the book art system was 

sent through the mail. If you wanted to advertise a new book you just sent it in a 

little envelope and just sent it to your friend or your reviewer or your critic of art 

or your magazine and you got it reviewed.  Or you sent it to four hundred people 

and you didn't worry about a distribution system in a store. So I found that they 

were all coalescing that they were all what I have called the avant garde.  They 
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were all the cut ting edge, what stimulated me to keep going in the art world.  It 

kept the juices going it made me feel I had friends all over the world. I found 

these crazy Italians really archiving themselves into posterity and I could stay 

with them and sit and sleep in the middle of their archive that was so beautifully 

housed.  I said, "How could they afford these wonderful archival boxes?" I was so 

jealous. And things kept pouring in.  I had an assistant at the time so I didn't have 

to worry about … they took off on the mail art archive better than I did and they 

got me organized. 

Every artist had an envelope and every envelop had a file folder and I 

bought metal cabinets and it started making me feel like I was a professional and 

you started buying another cabinet because it filled up…and you know and out of 

size things that you didn't know what to do with…and luckily I had a huge loft so 

I could house all this stuff so whenever anybody came in they knew I was the 

twentieth century art archive. That's the way I felt.  I had the space and it was 

cheap. Those were the golden days when you could hide your mistakes behind a 

black curtain and at least show off what you really were doing. They were golden 

days because postage was inexpensive post office has newly converted to optical 

scanners and all kinds of machines that were measuring how big some thing was 

and you got things returned.  We were trying to beat that system anyway, so that 

was really fun.  And the postal system was really happy about getting this crazy 

mail.  I used to come to my post office and they would say, "Hey Hoffberg, look 

in your box.  You won't believe what you got today." Because they had already 

read it. And they had a kick.  I was famous in the Glendale Post Office. I was 



 329 

telling neighbors of Mark yesterday sitting next to me.  I'll tell you a for instance, 

1977 on July 14th the postal system in the United States changed its rules and said 

that all post cards could no longer be any thicker than a quarter of an inch and the 

measurement had to be so and so. So what Gary did, I think his name was Larson, 

but close to it. He was a teacher in the public school system.  He was teaching his 

kids how to do mail art. But he was also sending people in Los Angeles things.  

He had made a masonite postcard and it was a little thicker than a quarter of an 

inch because he wanted to test the new rule. It was white. Where the flap is on the 

back of an envelope it was thicker, much thicker.  So it was a masonite, an object, 

not a real piece of paper. And it came through, no problem at all, thicker than it 

was, it went through whatever machine they didn't have working for them right. 

And then he sent me…he had a rubber plant in his back yard so he took two 

rubber plant leaves.  He stapled it all together he put the return address on it and 

my address and a stamp. And as he was walking with it to his post office to his 

mailbox the oil of the rubber had oozed and already disengaged the adhesive of 

the labels and so he had to run back and use some glue. I don't think we had super 

glue back then but he tried to make sure that the addresses were right and the 

stamp.  It got to Glendale in this wise…the return address was practically 

decimated except for a G, A, R, my address label was practically gone except for 

the zip code 9120, which was Glendale, California, and the stamp was almost 

unhinged but it got through. It was green.  It was a real fresh rubber plant.  It got 

to the post office and they said, "This could only be one place, send it to my 

Sonora Avenue Post Office, where Disney Imagineering has its office, by the 
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way, and is going to building a big, big thing. It was an airport once by Mr. Brand 

who loved to fly in the '20's. And it got there and they called out, "You won't 

believe what you got."  And I said, "You won't believe what you did…how did 

you know?" "Well, who else in this whole city gets mail like you! So they knew 

at central it must have been yours." So he called me up the next day and said, 

"Did you get any mail from me?" I said, "Well, the white post card came in easily, 

but I'll tell you the story about the rubber plant."  He couldn't believe it and I 

said… I still have it, by the way, and it's very brown.  It's as brown as you can 

imagine but it's a great story. And it just proves a point that a lot of these tests of 

the postal system which turn these people on who are not so automatic as they are 

now where they have to have a headset to keep themselves sane when they are 

sorting mail electronically and all that. But those were the days when at least I had 

some percept of people and they were wonderful people, by the way, they were 

sensational people in this particular post office station that I had that were part of 

the game.  They were part of the receptor.  They were really part of the network 

team because they were as much involved in this as from artist to artist.  And I 

really respect them.  I always said, "Keep your postman in mind if you are doing 

mail art because they are as much involved in this delightful performance as 

anybody else. And in fact when Lon Spiegleman did his big show of trying to test 

the post office and loaves of bread came in and manikins and three dimensional 

objects from all over the world and then Santa Monica wanted to censor part of 

them, and almost did, and close the show.  It was actually fantastic because the 

post office was the partner.  And when I did my freedom show in the armory in 
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Pasadena…these three dimensional objects…the kids even knew…they went up 

to the teller in the post office and asked them to hand stamp these and we had 

crutches and all kinds of things from all over the world and it was freedom 

because it proved…the post office even gave us the trains in the post office 

because they wanted to be part of the show. So part of the show was on exhibit at 

the Glendale post office, the Pasadena Post Office just because.  It was the year of 

the riots so our show was closed.  Our show had to be closed because of the riots.  

So as a result we closed a few days early after we were supposed to have a 

workshop for the kids how to do mail art, but they already knew how to do mail 

art. It was absolutely phenomenal. So the post office really was in league with us.  

I don't think with electronic automation and the networking systems that we have 

that they would cooperate as much now.  It depends on how local your post office 

is, not big, who your post master is, who the PR person is who likes to keep the 

post office going because they need our money…so this increased the coffers, it 

put them on the map because we gave credit to our local…the show was dedicated 

to our local postman who had hand carried all this incredible three dimensional 

stuff. It was remarkable. We had models of things I mean with stamps on them.  

Every thing was kosher. So that was the fun.  Those days are diminishing I think.  

I think there are a lot of people now who are in the network who are really young 

people who have no senses of history, who have no sense of gambling and game 

who have no sense of cooperation with the system. They are countersystems, and 

this system has to be nurtured and coddled because it needs money.  It's not going 

bankrupt at all but it has a lot of competition and we're talking about big 
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corporations who are also delivering things. And so you find a diversification of 

the postal system whereas they are becoming a stationery store and  they are 

doing a lot of things that the other people are doing too, the boxes, the portfolios, 

everything.  And the rules and regulations will be that eventually we will not have 

hard copy, you know. And it will be just a different kind of post office.  So I think 

we are at the end of an era.  I think mail art is not dying and never will, nor will 

book art, but I think has changed since the glorious days of the 70's and 80's when 

you could walk into Amsterdam and see a letter there waiting for you from 

someone else because Ulysses had this kind of network right in there.  He had a 

kind of mail art archive which he opened as a public venue which he opened 

every day in the afternoons after he sold his bookstore.  And you could come in 

and if they knew you were coming to Amsterdam to stay there would be some 

mail art there for you waiting for you from somewhere else, at least mailed. It 

might have been mailed even in Amsterdam but it was waiting for you.  It was 

kind of a networking device before the computer really imposed itself on the 

system.  So there were manipulations of a way of addressing mail art in a different 

way than it is now both electronically and email. It's just different. 

H: And so I'm going to ask you about values in your Internet experience.   

J: It's quite different. It's more instantaneous.  It's more I can't draw and I 

don't use any of the tools that are available to be an artist because I'm not a facile 

person.  I'm not in the graphics world. I'm in the text world a lot. So what I get 

sometimes are the most gorgeous, delicious pieces of electronic art that I can 

imagine, but I cannot respond in kind except in a different way.  I can appropriate 
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images but I certainly can't generate it originally. I'm a person who appropriates 

anyway because I'm not a visual artist so that I use rubber stamps and stickers and 

appropriated imagery from other postcards and then manipulate them.  I have lots 

of rubber stamps that have to do with umbrellas so I use that as a theme anyway.  

Whatever the theme of the mail art show is I would always include an umbrella 

situation so whether it be antinuclear I could always use an umbrella like that, or 

whether it's my handle it's just an imagery that I use. And also mail art to me 

requires contemplation meditation and striking an idea while I'm driving the car 

so I'm not that facile sending electronic art. I don't do that readily and I'm not a 

visual poet so I don't use those kind of words to make poems so I've find that I 

don't respond electronically except to one person to another saying, "hello, how 

are you," and that. However there are people who have gone electronic and at 

least communicated with me to say, "Are you the person I used to send … I don't 

find that even five per cent of the kind of communication that I get so I also feel 

that mail art for me is a chapter that has to do with hard copy, to postal system, 

stamps whether artist stamps or other stamps or whatever.  And the sadness that 

I've acquired through those relationships whether it be Buster Clever's (spelling) 

problems with the post office because he used artists stamps in the wrong place 

and the postmaster sent him a letter and said, "If you do that again we'll arrest 

you." And all that, to probing political and social events in South America or 

anywhere else to free Padin and Caliballo in Mexico for freedom of speech 

violations and all that. I find there is not the cutting edge.  I certainly hit the 

hunger site every day because I really feel I'm doing something, but that's my 
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feeling of being noble. I respond to art on the net incredibly because it's the kind 

of art I would never see anywhere else, especially if it has Flash or animation of 

some kind and dissolves where a book comes to life, and it could not come to life 

in the hard copy and yet it's a different form of address.  I just don't think that 

electronic mail or fax mail is really mail art.  And it's not being true to Ray 

Johnson.  It's being true to the movement that he maybe he was the originator of.  

Certainly the global networking that came from that approach, which perhaps was 

slower maybe not better, but certainly creates archives and allows you to see 

works of art in really actual form, not a virtual form. I like virtual reality as a 

hobby, as an avocation as a diversion as a break in the intense regime that I have, 

but I don't find…it's so ephemeral that I send it back into cyberspace and know I 

appreciated it. And I usually don't admonish the artist who did it. I acknowledge 

it.  I usually say, "Thank you, but I can't respond in kind." I just am not an artist. 

H: this is why I'm changing this thing because the following two things are 

the strongest similarities in mail art and the strongest differences.  And I noticed 

what you just said and I noticed the other people that I interviewed too. Answered 

those two questions in the values thing. So that's why I'm going to move the 

values down.  But I'd like for you to summarize for number three if you will the 

similarities between mail art and the Internet. 

J:  Well the word networking I think it's funny that we had coined 

network, certainly it was a word that was used well before mail art but networking 

was done through mail art. Or could have been done with a broadside or 

something, but it was mailed. And it was a global. I'm going to say today that I 
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think Ray Johnson was the founder of global warming but not in a negative way 

but in a positive way because he warmed our hearts.  For some reason I used to 

smile a lot more when I got mail art because it was a wonderful sense of 

humanity.  I felt that the United Nations and mail art should have come together 

in some way because it really tied us together in a remarkably humorous human 

real way, not virtual, but real.  And the bonding of people anonymous to each 

other previously but concretely in hard copy that came through in a medium 

called post office, or international postal system, that worked. It was a networking 

that didn't cost very much money when you added it up I mean pennies in a way.  

It could be daily. It could be hourly. It could be four hours a day like Ray Johnson 

used to spend. Or it could be on the whim.  But it was there and it bound us in 

such a way that if, many of us, at least I can tell you I traveled a great deal.  I 

traveled for over 35 years now.  I traveled a lot in the seventies. I mean a lot! And 

who did I stay with but mail artists. And why? Because they were on my list, 

book artists and mail artists, and mail artists were very…some of them were 

government employees in the morning and in the afternoon they became my fast 

friends from the mail art world. I lived with them and their archive and we talked 

shop. We talked about people all over the world from Japan to Germany. We all 

were friends even though we may never had met. We knew each other on one 

basis only, but underneath that visual siting that we had there was a humanity and 

a friendship and a warmth and a bonding and sense of humor that kept us going in 

trying times.  And there were lots of trying times.  In Poland, for instance, I don't 

know whether you know that we could tell when our Polish friends were out of 
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danger by when the first piece of mail art came out.  We had a New York 

Correspondence School dinner in New York City with Lon Spiegleman and 

everybody and we had this Italian restaurant where Carlo Pittore had arranged all 

of this. And Lon had brought in a huge mail art piece that we did that we were 

taking photographs of to show our Polish friends that we were bonding with them 

under the regime of the Communists. Everything stopped on January 7th and we 

didn't know what would happen and the first piece of mail art came out in March. 

We knew at least the mail system was available. We knew that the government 

was reading everything they were sending out but  we knew they could send out 

mail again. We were not perverse, we just sent "How are you? We are fine. Your 

mail art friend," etc. this was like samisdat in the sixties. Underground mail art 

and book art that kept coming out of the underground from communist regimes in 

the 60's but it was going only one way.  You couldn't send it the other way. Or 

Pavlav Petazsh in Poland who had to send out his rubber stamp art under diverse 

means because you could not use rubber stamps in Poland.  It was against the law.  

Only the government regime had rubber stamps.  He hand cut all his rubber 

stamps.  He made books.  He had a heart condition on top of it, everything…we 

were trying to get a surgeon for him.  A friend of Anna Banana's and mine, Elanor 

Kent was trying to get a surgeon to help him because he had a heart condition and 

we thought he would have a heart attack and die. It was the most incredible kind 

of humanitarianism that came out just to know that our Polish friends were OK so 

we dedicated the dinner to them because they were under a regime and they were 

under censorship. So those are the kinds of things that bonded us, that made us 
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warm and friendly, that made us realize that we are only one cog in a very large 

wheel of the universe.  And I thought that kind of satisfaction and knowing we 

could communicate with people all over the world in very few words that could 

keep a bond going and make us respected human beings that realized we were all 

in the same game together made the tears roll and the laughs abound. Sort of what 

art should be about, and not the marketing of and the mania of, and who's number 

one and all of that.  

H:  Would you say those last three things would characterize the Internet 

thing?  

J: Yes, the only difference is speed and the virtual reality of it all.  It seems 

to be quieter, more isolating in a strange way and only one-to-one at a time, 

unless you are in a large group.  And if you are in a large group you really don't 

know who they really are unless there is a singular form of address and you get a 

separate message.  At the same time you can reach a lot more people faster 

perhaps better for dire news or for good news.  But I  find you are in an isolating 

situation because you are one-to-one with the monitor.   They are in an isolating 

situation one-to-one with the monitor and sometimes for only thirty minutes at the 

time cause they are in a cybercafe or in the library and they can't get back to you 

readily because they have to do it again.  Take themselves out of their own 

domestic setting and go somewhere else to do it. I find more and more people in 

Europe are getting it etc.  I don't know.  Being an archivist and being someone 

who has a real problem with the kind of stuff that's coming through and trying to 

organize it, I find being able to not keep it on the computer and saying goodbye to 
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it is refreshing at a time although there are some images that I will never erase, in 

fact I have to burn in, my friend David Cole died and he was one of the greatest 

mail artists in the world, let alone one of the greatest human beings and (tears) he 

was very important.  I have all his artist stamps on my hard disk and we're going 

to burn a CD so I can have a memory of him. (pause interview) 

J:  I find the ephemeral nature of mail art isn't really ephemeral any more 

because it does take room.  It takes lots of cabinets and I gave my archive away.   

H:  Who did you give it to? 

J:  I gave it to UCLA. I know even if it's not touched for thirty years and 

they don't have to ask questions because it was really archived by and archivist 

that I hired to archive me when I went away to New Zealand.  I hired this 

wonderful French woman artist, Natalie and she took care of my archive and 

although she was dyslexic a bit it was really well done. Brilliantly done.  I bought 

a new cabinet for it so that she filled it as I was away and she did a great job.  

When it came time to fell that I was running out of space and I was going to move 

I gave them all my archive and as a result I solicited other archives for them so 

they have a huge collection of mail art. 

H:  At UCLA? 

J: UCLA arts library.  Probably larger than the Getty because the Getty got 

Bern Porter's and got some other people's but I think we have a huge collection 

and there's the fluxus art show from Santa Barbara, two thousand pieces just 

there. So it's been kind of fun.  At the time my librarian friend Ray Reese was 

there so he knew so much about book art that he loved the mail art.  They said 
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"Yes," so we just dumped on them. But mine was organized so I'm not worried 

about that.  I give them all my mail art as it comes in, I don't organize it for them 

though.  

H:  You know I was working with David Cole a little bit before he passed 

away and he was very concerned.  I am  very interested in getting this Ph.D. to 

help archives and just not get lost. I want to be a facilitator for their collecting and 

so he was very concerned about his archive.  So is UCLA a potential home for  

that one? 

J:  It could be but I think it should be on the East coast if you can largely 

because that's where his energies were.  We should start finding out where mail 

art archive are. I mean a registry.  You know Mark Bloch's is at Kent State?  

H:  See this is too early yet. 

J: But David had some graduate students working with him.  I don't know 

if they finished.  I'm not worried so much about David because it an academician, 

and it's in a safe place by the way and it's a wonderful place.  I had a wonderful 

day with David a year ago September by chance because of a hurricane and 

because of that we had the most glorious twenty-four hours.  It was wonderful. 

Give me a lead in…(to the next question). 

H:  Ok, these two questions I've sort of screwed you up actually.  The 

strongest similarites between mail art and the Internet. 

J:  Well it's the networking, number one.  One way or the other we connect 

whether in hard copy or soft copy, and the connection are consistent and constant 

and can be not as rapid of a networking as Internet. Internet is much more rapid, 
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but at the same time, I think the hard copy, the mail art, is much more lasting. 

That's all I'm suggesting. Getting artist stamps every day or every other day from 

David was wonderful and drawings was wonderful, but like I said I have a 

problem right now.  First of all, getting hard copy to save it.  Otherwise I could 

erase it, but I never erased anything he sent me. Second of all I want to preserve 

it, some of it to look at again because some of them were absolutely immediate 

reaction to  kind of political situation and other times idealistically a David Cole 

original that could only happen because of David Cole. I would suggest to you 

that being a person who is older than some of the people you're interviewing I'm 

much more adaptable to hard copy because I was born and bred with hard copy. I 

really like paper.  I like books. I like anything that my hands can touch and I'm 

really afraid of the new generation, the children I'm staying with now, will loose 

their tactility, I mean will loose that sense of touch. I'm really afraid that if we 

loose the sense of paper we might loose the sense of touch with human beings as 

well.  And I mean touch, hugs, things like that. I think the computer sometimes 

distances us rather than bring us together at the same time.  I hate my email and I 

love it. I love yesterday when I looked at my email I was only looking for the 

personal messages, not for the listservs and the fluxlist and all that.  I was looking 

for somebody who says, "Hi Judy," you know.  I like that and I don't get that 

much anymore.  It's people who are using it as a business tool, as a academic 

endeavor, as information, and it's the personal ones, the friends I haven't seen in 

thirty years that find me. And I think that mail art does that often times too, you 

find a list and someone will get the list and "Oh my God, she's still alive," or "My 
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God, they're passed away as last night's movie showed me." I mean I turned my 

head. I was very sad about Mark's film and my friend Dick Higgins was in there 

and it was really heavy to see, so, it's been difficult and wonderful. And I must 

say that one of the things you don't cover is the movements like Fluxus. I mean I 

had an argument with Christo's wife Jean Claude by fax one year and I'll tell you 

the year in a minute.  It was between 1991 or 1992 where Jean Claude and I were 

having an argument and I said, "you know, 

H: By fax? 

J: Yes, I asked her what did she do with… What did Christo do with all 

the mail art he used to do? And she argumentatively, and I don't know whether 

she was trying to goad me or not, said, "He never did mail art." And I said, "Jean 

Claude, you know he did. I have I know he did, I can even tell you his recipients. 

I can tell you…all over the world people have shown me his mail art. You can't 

…this was all by fax…she kept adamantly saying "No," so I dropped it. I 

absolutely dropped it. I told her intermediary, her secretary, I said, "You tell Jean 

Claude, whatever she thinks, I think it's wrong." So Christo, in fact, has a piece in 

the Happy Birthday Johanas show in Germany, the catalog of which I have with 

me. So this is ridiculous. So I think people forget that the 60's was really a vitally 

interesting time for all burgeoning artists. …It was one way, and book art, was 

one way to use the postal system to get their message out without having to deal 

with gallery directors and museum directors, etc. And it was a facile way, and it 

was a fun way, and it was a subversive way and whether Ray had them by the 

neck or not, they knew that it was another tool. And I think people think that 
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they've just created mail art, you know, this whole young generation and it's a foil 

for them from their monitors probably.  It's their respite from what else they have 

to do.  I also, being a librarian, find that students, it's funny walking into a library 

and really hearing silence.  You don't have to say "shhh" anymore because people 

are in front of monitors being so quiet that they must need loud music.  I mean it's 

just funny. Book art was a way of getting away from the loud music of the rock 

and roll to quietly go into another realm. And now I think MP3 is so successful 

because you go away from the quietness of that email and that other virtual world 

into, at least you can hear the sound, of course you do it with a headset. 

H: That's really interesting. 

J: I was just thinking about that because the first show book show in 

America at the Moore College of Art had to do with sounds of silence believe it or 

not.  And I remember Lynn Hershman's essay in it that had to do about the sounds 

of silence with the book art. And I think right now MP3 and Napster and all that 

has been just other …I mean it has another handle, but I'm looking at it from my 

point of view. I would never listen to, I don't have to listen to music on the 

computer because I always have a radio on.  I typeset to music. I typeset to 

television. I typeset to anything.  I need noise but I need good noise, it's choice 

noise.  It's either NPR or classical music, I can't listen to the human voice singing 

a song because it's just not what I'm thinking and I need to think. But at the same 

time I need music too, but not that kind of music.  But I was just thinking just the 

opposite it's a different way. I've been going into libraries recently a lot and 

hearing silence and it's just amazing because I remember being a librarian and 
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having to shut up everybody, the architecture students and the art history students 

having confabs out in the open and I couldn't think straight myself. And now 

nobody's talking.  They go into conference rooms and you don't hear them 

anyway but it's the sound of not even a key on the computer. It's just fascinating.  

It's deafening to me. I need noise. I need the leaves right now blowing in the wind 

are so wonderful. That sound is so beautiful. That wind. We don't have much 

wind. And it's just kind of nice, listen that's autumn look at the wind. You can 

hear leaves falling. Oh, it's beautiful. 

H: Isn't it lovely? 

J: Yes so that's something that just popped into my mind.  

H: That's great. Well I'm going to shift gears here because we've been 

talking about the past a lot and now I want you to look into the future a little bit if 

you can and think about your personal direction as a mail artist. 

J: I don't have much direction.  I'm not stimulated very much. I have to be 

very frank with you. It's harder to do mail art. I don't get enough notices and if I 

do to squeeze in time is very difficult. It doesn't have a priority.  It never really 

was first on the list but it was really fun on the list.  I have a little less time for 

fun.  And the people that I really was close to well Banana has always -- become a 

very good friend, by the way.  We're very good friends and I treasure that 

relationship. She keeps me more posted than anybody. The rubber stamp world is 

sort of cooled off for me too. I find there are too many school teachers and too 

many cutesie bears in the world, yet I find there are incredibly wonderful artists 

now that do the books like Amy did and brought last night. Where they still have 
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a bent toward making cute books. Although they do know book form it still has a 

sometimes no content, a situation that I don't like.  I'm at, since I'm growing older, 

I'm even doing book shows that have content and themes rather a general, rather 

than to develop a general audience.  I used to do general overviews and I'm much 

more thematic.  I'm much more into chapters rather than books.  I'm much more 

into paragraphs rather than chapters. It's interesting minimalizing of my life rather 

than maximalizing. I have no great priority to keep things any more.  Not for 

myself. I will give to other people. I want to reduce my possessions.  I find that 

posterity will treasure what I've kept but I don't want to keep it myself except I 

just keep about a couple of hundred artists books with me and when I die UCLA 

will get everything else.  I do love umbrellas.  So to deny me that would say that 

her book art interests and her mail art and even her Internet interests would be 

minimalizing. No, it's still fun. So what I've done is reduced everything to a kind 

of a one note song. I really love umbrellas and have a zoom lens for them.  I have 

a fixation addiction for them. I have a adulation for them.  I'm much more 

interested now in accumulating things that I don't have so I'm filling some of my 

gaps.  I have a hundred and fifty seven books on umbrellas now. Antiquarian 

books that I accumulated over the years that…just in a few years. Although I had 

objects, everything from underwear to music boxes to mugs and everything, and 

kimonos and real umbrellas.  I'm really interested in knowing more about 

umbrellas.  That's what I'm collecting now it takes up less room too.  Open 

umbrellas take up much more room than closed umbrellas. And I'm wondering 
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what to do with that collection.  It's really a priority right now to find a home for 

them so I can finish my will. That's the real problem. 

Turn Tape: (some interview lost) 

J: We are very close sisters but she's a person who doesn't accumulate.  

Her sons do.  They are rat packs.  She figures her x-husband was a rat packer and 

I am an accumulator too and she can't understand how she's different. But I find 

that has replaced just the mail art.  I have to tell you I have sixty volumes of paper 

ephemera most of which comes from mail artists all over the world. In 1979 I had 

my first mail art show called "Umbrella."  And people sent me, 416 people send 

me close to 400 pieces of umbrelliana I call it and that started my collection. I still 

-- people see things for me and send them to me so and they make me things so 

they are really the foundation of my umbrella collection and my umbrella interests 

in the sense that I've only been collecting for about twenty years or twenty one 

now.  It's been a kind of really wonderful bond so I can't deny that interest. So it's 

been dealing with, but not erased, OK so it's certainly part of my life.  And my 

past friendships, many of them have come through that world and I mean the 

book world, so I can't deny that at all.  And they have coalesced because a lot of 

mail artists are book artists. So I in fact I knew Clive (Clive Phillpot) as a book 

artist expert in the early seventies because of my interests and his interests.  We 

me in '72 in London and have been fast friends, comparing notes and all of that. 

And he's gone in a different direction. First of all he's become the major 

theoretician in book art but he also, because of Ray, he also obviously, and I never 

knew that bond until he did a little book with Ray, by the way.  I never knew that 
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that was, he wasn't necessarily a mail artist but he was in some mail art shows and 

all that. So it was a logical. It was logical because of the interest from the cutting 

edge avant garde, you know, the marginal arts.  You know I find mail art much 

more marginalized than book art because book art is coming into the academia, 

the world of academe much better and it will be art historified after all that library 

that has developed in the past five years thanks to Grannery and everybody else.  

It won't be erased, it's just a very delimited and thematic and perhaps prioritized in 

a different way now. Because of the umbrella things it's higher than it used to be 

but less frequented as an exhibition situation.  It's more one to one. And because 

my handle everybody knows who I am. 

H: So in your personal direction as an Internet user what do you see you 

doing in the Internet in your future? 

J: Well I would hope some day I would get money for my journal and not 

go to print. But being a librarian, my cohorts in crime, my fellow librarians seem 

to feel they want hard copies still. So I am bound to do print but I would really 

rather do just an Internet journal with the same amount of news but much more 

frequent, much more current, it wouldn't have to wait for a two month or three 

month respite and   it wouldn't be such hard work.  It seems to me much harder 

work and I could do a daily umbrella or a weekly umbrella instead of this 

bimonthly or tri-monthly. And that's the difference I think. 

H: That's good. Seven and eight are just from your foot in both worlds. 

What are your opinions and the general direction of mail art now.  I know you've 
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said a lot, you've already mentioned a lot.  If you could just summarize what you 

think the most important. 

J: Well I think maybe as I said, because of this incredible influx of 

computerized information and Internet recreation which has become much more 

in the news than the information network which is probably a given now and the 

dotcoms in my world and in your world, especially Texas, and the west coast are 

ridiculous. Young people at 18 are making $50,000 for just designing a Web site. 

It's almost as if they sit eight hours a day in front of a monitor. I wouldn't want to 

recreate on the same tool.  I just couldn't.  I think people's eyesight's going to be 

affected unless something's done about it. I think people's focus on life is going to 

be changed, I mean do you want to go to a movie after you've seen a screen eight 

hours a day? Yes, I need the big screen. I will not see videos even. I just don't 

enjoy them. Maybe because my television set isn't very big. But I come from a 

palace kind of movie house. That's my Shirley Temple days and I really love the 

darkened theatre and the magic of it all and I go to movies a lot.  I'll always go to 

movies as long as I can see because I love going to that atmosphere. I don't think 

the computer in a darkened room is going to do that for me. I feel that mail art 

will be a nostalgia situation.  As long as there's a postal system, people will use it 

as a diversion from that other kind of form of address. Unless they invent 

something new, liquid something, so you have a whole wall in your house that 

you can do your work on I think mail art will go on for a long time. It may be 

rediscovered by college students who think they can build their dossier by saying, 

"I've been in twenty-five mail art shows this year. Can I get my promotion?" 
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Some people do that by the way and then I get a professor who says, "Can you tell 

me more about mail art so I can see whether this person is on the up and up or 

not?" I've had that done too because they don't feel that being in twenty-five mail 

art shows is the same as being in one gallery show.  So that's the problem 

sometimes.  I was wondering whether in the mail art world some young person 

will write a thesis, and another one will, and finally the art historians of the world 

will probably put a chapter in the art history books. It's going to take some while 

but these archives in academe are going to be the meat and potatoes for a lot of 

theses and they're much more in tune with the history of …actually parallel 

histories, of political, social aesthetic, economic, moral situations in the twentieth 

century than a lot of other documentation. And when they discover it … and when 

the librarians make it known that they have these, and appreciate them cause that's 

the problem.  Oftentimes they are in an institution where they are not appreciated 

and just sit there until they are discovered like that secret manuscript of 

Shakespeare, something like that. Until that's happened, or like photography got 

discovered, until that happens I think there will be marginalized situation, it will 

still be an avocation. It will still be low priority and it will still not get its fair due, 

not that it will. You don't need a picture book to do that. You need both picture 

book and a solid based thematic. Now I'm not just has Grannery has done that for 

book arts, and some other publishers too, I think book arts I don't like, I mean 

artists' books. Until that's done I think it will be an English professor, a history 

professor who sort of does it and finally mentions it as a footnote somewhere.  

And then it gets picked up and somebody moves over to the art library and says, 
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"Did you ever hear…Do you have anything here on mail art because I know it's a 

subject heading in the library of congress but there's nothing in the catalog?" And 

you go searching and you find John Held's book, which is dated now, and a 

number of other things and you start putting two and two together and somebody 

will write an incredible tome and then it takes off.  So I won't live that long but I 

think that's going to happen within the next forty years, in another generation. 

And as far as network art experiences well I think there will be feelies and 

touchies and smellies and so what.  I do that every day. You do that every day. 

Why do I need it to be done virtually?  I think it will be … I mean I don't want to 

hold hands with a man on a screen, OK.  I really want the hand. And I really think 

that some of the network art experiences will probably be …I was thinking that 

David was reaching out in the last year of his life in a very special way. He 

refound me for instance and I think it helped him live longer, better, connected 

'cause in that wonderful big Victorian house he wasn't alone when his wife went 

to work or went to china. He felt connect, felt loved. And I think if that can be 

magnified in some way that it isn't so Aldus Huxleyish, that it is genuinely felt 

with words as well as images and all the other senses. Then the Internet  will have 

been successful and  it will be a global network and a tie that binds. It hasn't lost 

its humanity, that it isn't a machine and it isn't such that terrible machine that you 

put on your head and create this kind of, with your fingers, this kind of virtual 

reality. It was something I don't want to experience that way. I don't want 

mechanics to do it for me and I don't want someone to help me walk or someone 

to wire me so I can continue living as a vegetable.  I just don't think that's what I 
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want to prioritize. Nor do I want to be a machine. So until the Internet extends my 

humanity rather than cuts it off…you know there are people that I read everyday 

or every week who are brilliant who feel that both content and lack of virtuality 

but reality is forthcoming. And they are futurists and you know the future is now 

but we don't know it. And that's the problem it's still in the hands of a few people 

who are maneuvering manipulating and my problem is if commerce gets in so 

much and censorship, then I don't want to know the Internet anymore.  And even 

my idea of having to filter spam and stuff like that is fine with me because I don't 

want, I even have a filter, I have no ads on my Web sites.  It's called plus/minus, 

add/subtract. And I don't have to get any ads, no flashings. It's wonderful. I never 

have to buy anything that way. It's wonderful. If I want to go to eBay I'll buy 

something but I don't have to do it. So… 

H: Do you use eBay to find artists books or anything like that? 

J: Yes, not artists books but umbrella stuff.  I don't look for artists books 

cause I don't buy them very much anymore.  I either get them and send them back 

to Printed Matter or I buy a few just because I know UCLA isn't going to buy 

them for their collection and it's my collection that I'm amplifying. But I don't 

have that much money so I don't do it.  But I use eBay just in the last two months 

and I've found some cheap wonderful things. I just won an auction over the 

weekend so.  

H:  What did you get? 

J: Some labels with umbrellas on them that they are printing up for me but 

I have to select the font tomorrow. 
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H: cool, well in summary, the last thing, this is a dissertation in the area of 

curriculum and instruction and I'd like to know what you've learned from your 

Internetworked art experiences.  That would collapse both of them. 

J:  I've learned you can make magic. I mean since I love film and since 

there are tools where both animation and disolves and all the filmic devices 

electronically can make the flat screen active.  I kind of love that a lot and I'm 

always thrilled that my minimal computer can do these wondrous things in 

technicolor and black and white and everything else.  I am astounded by the skills 

of these book artists who have adapted the new technology and gone from print 

which they couldn't sell very much into the kind of magical experiences that can 

only be done electronically cheaply well. That the word magic really comes back 

into my vocabulary easily, and when that happens the ah ha experience cannot be 

duplicated in any other way.  That to me is a projection of what's going to happen. 

I think if you get too much ah ha experience though, then it becomes ordinary. 

And I'm just wondering whether there's going to be just normal living that's going 

to be the backdrop for coming down to earth and getting out of that other world 

that's still in a rectangle, that's still attaches you by a tether to something that you 

have to carry around with you.  Are we going to have a chip in our heads so that 

we get all that information and also have an imagination? If you can control 

imagination with a keyboard you know what's going to happen to the one that gets 

into your mind as you're driving and youre in a bumper to bumper and you can 

project yourself somewhere.  I get titles for all my shows or essays sometimes in 

the car because I feel freer on the road than I do in the confines of my office. So 
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I'm kind of worried about children's imaginations if … I mean I had Walt Disney 

and I had Shirley Temple films and all that but we had time to think and project 

and read, and reading is a force that allows your mind to go somewhere else. And 

I don't think the computer allows your mind to go anywhere else except where 

you direct it with your fingers or if your voice activated that way, or if you are 

Stephen Hawkings, with whatever allows you to uses that computer.   I'm worried 

about the younger generation and the imagination because I think imagination is 

the way that the United States of America and other societies have grown. And 

without that dynamic imagination that creates, creates! Creates! What's going to 

happen to creativity and I don't mean technological. I mean the real imagination 

that allows an Einstein to create what he did, and a Michaelangelo to paint a 

ceiling. So that's the difference, OK? And that's what I'm worried about.  I'm 

worried about the unknown that will be known too fast too easily and then there 

isn't any real practice. Then it's directed progress, and it's the unknown that makes 

our lives so interesting, not the known, not the known, the known is just a tool. 

That's what I'm worried about.  I see these young people being directed from.. 

they're at the keyboard early now, young kids.  I wonder what the fantasy world 

really is like.  We've been given so much fantasy because of the tube. 

H: Yeah, that's true. 

J:  You know when I was a child my mother and I read the same fairy tale 

books.  I don't think people read fairy tales any more. They're found fairy tales 

and Bern Porter fairy tales maybe.  I don't know, that's what I'm worried about. 

I'm worried about the imagination. 
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H: Well that's all my questions. Thank you so much and I will… 

J: Sorry about the tears… 

H: No you shouldn't be. I felt that way too. 

End of tape. 
 

RUUD JANSSEN INTERVIEW MAY 29,  2001 

MAIL ART NETWORK AND THE INTERNET An Interview with YOU! 

Your Mail Art name : TAM & IUOMA 

Other names : Ruud Janssen-  

Your email address : tam@dds.nl-  

Your postal address : P.O. Box 10388 , 5000 JJ Tilburg, Netherlands 

YOUR PERMISSION I give my permission to use my responses to the questions on this 

form in honoria's (Madelyn Starbuck's) University of Texas at Austin doctoral dissertation data 

and published dissertation that will be printed and posted on the EMMA website._X_(not for 

phone-number!). 

I am interested in being contacted for a personal follow up interview about comparisons 

between Mail Art and Internet artistic issues. _X_Yes  

YOUR EXPERIENCE  

1. How did you first become involved in mail art?  

I told this is the interviews which are currently online. 

2. Describe your personal current and future directions as a mail artist. 

I am more focussing on art at the moment as on mail-art. Also I earn my living with 

teaching about computers rather than have the time to play all the time with them. 

3. Describe your personal current and future directions using the Internet. 
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Starting 1-8-2001 I will work wor a new department at our College where we will learn 

the students to work with digital environments as well.  

4. Please describe similarities in mail art and Internet networking systems, strategies, and 

values. 

It all has to do with the basic need to communicate.  

5. Please describe differences between mail art and Internet networking systems, 

strategies, and values. 

Differences are: the speed, the lack of 3D and smell, The handwork (handwriting and art-

skills) is changed into software-skills  

6. What do you think are the general directions of Mail Art now and in the near future?  

Depends on the definition. Is e-mail also mail-art? Mail-art has had its best times. All has 

been done and is just re-discovered by new generations. But in ART goes the same. All artists say 

that all has been done.Only the creative ones will find new ways. The principle of mail-art: 

everybody can be one is also the reason why quality never rises to good art. Everybody needs to 

learn to be creative. The best ones produce the best results. We can also say that everybody can 

paint. This is true, but why doesn’t all that work survive? 

7. What do you think are the general directions of Internet networking now and in the 

near future?  

Internet is changing our society and therefore also our art-forms. Electronic banking, e-

mail, homepages for everybody, big brother is watching you-syndrom. Our kids grow up with this 

as normal. They e-mail and send SMS-messages, chat online and learn to communicate on a 

digital level. The older generation believes this is not good. The digital generation will gradually 

take over and decide what it will bring. 
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8. Please provide the URLs and a brief description of your favorite mail art related 

website(s). What do you appreciate about the site(s)? 

see http://www.geocities.com/malinhs.html 

9. What have you learned from your networked art experiences? 

It is the same as life-experiences. Only the scale on which you work change from your 

street/town into the whole world. The term networking is now used in business as well. Only to 

show that a basic need for humans is too communicate and to gain from this. 

When you send such questionaires you will find out people only give short answers. So 

did I. Aks more specific questions rather than these theoretical ones. I am not that fond of 

questionaires like these. 
 

Follow-up Reponse by Janssen May 29, 2001  

Dear Honoria, 

Remember that this is an interview. When you ask a question it doesn't 

mean that people answer the way  you might like. That is the fun of such an 

interview. 

In the days I started with mail-art I didn't knew about the 'big' mail-art 

network. In 1980 I was a student Physics/Mathematics who also had the need 

to be creative. Remember that I already painted with oil, loved to draw, 

and actually also had intentions to do art academy but decided that studying 

Physics was better for my life. I there learned to work analytical, and that is also 

how I approach sometimes mail-art and networking. 

How and why I started with mail-art and how I got 'hooked up' is 

published in the interviews i gave and are online at: 
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http://www.geocities.com/iuoma/ot_pub.html 

I hope that is a good answer to a first question. Actually I just e-mailed 

you 5 minutes ago the reaction to your original 9 questions..... 

till again, Ruud 

TO RUUD JANSSEN MAY 29,  2001 

Dear Ruud, 

I just opened and read your responses to my questions. Thank you so 

much. It's amazing to just chat across the ocean -  the little time lag to open and 

read is rather like mail art only much much faster.  I  am looking forward to the 

painted envelope too.  

I have been exploring the many parts of your website. I enjoyed your 

gallery of your art  on http://www.geocities.com/Paris/4947/rec_art.html 

You have a variety of artistic directions.  I feel that way about my own 

work.  I used to specialize in painting figures in gouache. When I became 

involved in mail art I applied the figures to the themes and my sense of freedom 

and narrative was strengthened, not to mention the added excitement of sending 

the strengthened work out to the unknown.  I especially liked to do images for the 

shadow project because I was learning a lot about anatomy at the time.  I would 

do x-ray paintings of a live model showing his or her skeleton.  The model was 

always shocked when they looked at my drawings of their bones in the poses with 

atomic energy bits flying around them. Now with mail art I use collage and trash 

and rubberstamps and mixed media and glitter.  It's more fun than just the paint 

although, I also love to paint and to send paintings into the mail stream.   
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As I read more interviews and explore your site even more I'd like to send 

follow-up questions during the next few months... 

see you in the mail, honoria 
 

RESPONSE FROM JANSSEN MAY 29,  2001 

Dear Honoria, 

Glad to hear things arrived. That speed is a very interesting aspect of 

Internet. It causes to change the way we communicate. I even get e-mails from my 

directors (I have several ones), and the times are surely changing. 

The painted envelope costed a lot more time to make. I need the balance I 

guess. Also the cost factor plays a role in our changing communication. The 

postage I had to put on that envelope to yours (only standard mail) tells a lot...... 

Also that you want to publish your thesis online. Michael Lumb could afford to 

send everybody the prints of the thesis. That is why I offered to put it online. So 

far over 3000 people read it, and the publishing online costed me just time, and 

the hosting is done for free. 

Mail-Art is still a bit anarchistic. If things are for free it is loved the most. 

But quality costs money. Maybe that is why mail-art eventually never might make 

it into the real mail-art history books. Active mail-artists are trying to change that, 

but I am still waiting for the first non-mail artists to write a good piece on mail-

art. 

Did you know that Geze Perneczky is working on a new publication as 

well. He has analyzed my interviews as well. 
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I am online a lot of times. Actually also for my students. They have their 

own sites (an experiment by me). You can have a peek at: 

http://www.geocities.com/vhbovos. My students build more professional 

sites than me. But still, how to use the new communications forms is something 

they have to learn still. 

Enclosed a photo made by one of my students while I was in one of the 

practical rooms where we build networks and test new software and hardware. 

On the site mentioned above you can see the aspects of my work with 

computers that brings me the money to pay for all my extravaganze... (& postage 

stamps and phonebills......) 

till again,  Ruud. 

ps. I have about 7 active e-mail addresses, so my mail can come from 

different corners as well.... 

DOBRICA KAMPERELIC 2001-2002 

Letter January 2001 

Dear Honoria, 

Sorry, we're still snail mail artists (just crazy term produced by so-called 

E-mail-artists and ciber/digital artists too!) … Besides the fact that we have 

computer and thate we're in Internet…we use it just rare (…and our son very 

often!) OK, it's fast communication (by Internet)…but something (unclear) stop 

us…when we going to use computer.  We prefer ("normal") letters, warm & 

emotional context, unusual things inside…understand? 
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Here are post-cards to/for our friends from Italy & Canada…Please put it 

into letter-box, nothing else.  It's M.A. too! To help each others OK? 

We call you to contribute as our next project named "DESTRUCT- 10 - 

UNIUS - GENERIO ALTERNIUS" All free!  What about Daniel Plunkett (He 

was our guest here in 1989) for N.D. zine? And J.P. Jacob? (Is he lives in 

Austin?) 

Questionnaire answer April 2002 

-1- first of all, WHAT IS M.a.? the essense of m.a. is communication + 

intern.art-cooperation, but if you mean what sort of m.a. we doing (as art media) - 

our answer is: OK, stamps, post-cards, rubber stamp prints . . . But we prefer 

usually visual-poetry projects, con|ceptual-art, mixed-media projects in ma.a. 

network. 

-2- Next m.a.? Any kind of art-expression, but m.a. in vivo with rest mail 

artists any where, anytime, anyhow...int he future is one of our basic ideas. 

-3- Oh we use Internet just some time (very rare)...But, our sone Srdjan is 

non-stop on Internet with his computer.  We used internet in the case of some fast 

and imporant iINFO to m.a.friends.... 

-4- No, we never realised any (own) Internet projects, but participated in 

some... 

-5- What in common? 

Listen, that’s only question of speed (or slowly) communication, but in 

fact Internet sometimes is very necessary...for example, during horrible NATO 

bombing 1999.  We received a lot E-mail messages and normal (postal) 
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communication has been very restricted or temporarally suspended with our 

country, understand? 

-6-  Differences? ... Hmmm, first at all with SPEED. Then, virtual images 

and something real (materialistic) with snail-mail (but it is also illusion) 

-7- No, we haven’t favourite websites... 

-8- Desecription? description of what… 

-9- First at all, we got new friends, meet many m.a. frineds from many 

countries, realized creative/cooperative projects, etc., etc. Pass 22 years we have 

had guests/artists from USA, Germany, Greece, Japan, Switzerland, Italy, 

Georgia, Canada, Hungary, Russia, Norway . . . Over 70 people visited us (Mail 

artists, Fluxus artists and rest) From USA: Dan Plunkett, Kate+Alex Hirka 

(Igloo), Ken Friedman, John Held Jr., susan Catharine, Paula Berber, Scott 

McLeod, J.P. Jacob... We spent nice time with some, exchange art+m.a. material, 

realized cooperative performances and various art-actions (...and never been in 

US, besides some promises) Oh, we learned many nice things from our networked 

art experiences since 1979.  (When me/Dob, has start cooperate with some m.a. as 

member of WestEast = inter. assoc. for concrete+visual poetry. 

 

GHANDA KEY MARCH 21, 2001 

I hope this is enough - it's all I could think of right now! 

1/ What kinds of mail art are you working on now? 

I am doing a new project which is a global internet project and also a mail 

art project in that mail artists were invited to take part. The new project is <from 
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my house/to yours>: the journeyweb and invites participants to send in a 

document about where they live: home, neighbourhood. This project can be found 

at www.zyarts.com/journeyweb. Works are starting to arrive from around the 

world and the actual project will not be online until later in the summer 2002. 

1/a What are you planning to do next? see above. Also I am planning to do 

online instruction.  

2/ How do you use the Internet? 

 I use it to find work, keep in touch with old school friends via a UK based 

website: www.friendsreunited.com for English school people. I use it to research. 

I will shortly be doing online instruction in Basic Skills. I use the internet for 

networking and promoting my projects. I use it to promote artists' books and mail 

art projects. I use it to have fun, play games, write to my family. In fact without 

the internet my life would be a sad event indeed.  

 2/a Any plans for new Internet projects? see above.  

 3/ What do you think mail art and internet communications have in 

common? They are all about sharing, keeping in touch, having interesting art 

post/emails.  

 4/ What are the differences? Not sure about this. But mail art is much 

more interesting in that you actually have something arriving through the mail 

into your home and you can open it and find wonderful things inside the 

envelopes.  

 5/What are your favourite mail art related websites? 
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 I have so many I can't list them here: but they are listed on the links page 

of zybooks: www.zyarts.com/mailartlinks.html 

 5/a What are their URLs and a brief description? see above. 

 6/ What have you learned from your networked art experiences? 

That life exists outside the art studio, that people are more important than 

art, that communication is what makes the world go round, keeps us participating 

in the world and makes us happy people. That you will never be bored if you 

network.  

 7/ Your name, email address and permission to quote your answers. 

 Gandha Key, 6B Grenville Road, Islington, London, N19 4EH, England 

 email: zyarts2000@yahoo.co.uk 
 

CRACKER JACK KID JULY 10, 2001 

Honoria: 

One of your questions asks: Please describe your online activities. How 

many years have you been involved in the Internet? 

I've been a participant of mail art since 1978 and a participant in the 

internet since 1988. Internet accessibility was made possible primarily because of 

my wife's affiliation with Dartmouth College. Dartmouth, BTW, is the first 

academic institution in the US to interconnect it's entire student body with email 

and internet connections. I believe former Dartmouth graduate and Nebraska 

businessman Peter Kiewit was responsible for funding a large part of that project. 

They were an all-Mac school back then. I was fortunate to have been hooked up 

with Dartmouth's system at such an early date. 
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My first telecommunication transmission was made with Michael Bidner 

in 1984 when I partcipated in Particifax. I sent an artist stamp from the Forest 

Gallery in London, Ontario, Canada to several participants in the US and Canada.  

I participated in some early bulletin board exchanges made through Charles 

Francois' Ratos BBS. Some exchanges were also made with Mark Bloch's 

Panscan BBS. Neither of these BBS, however, had any direct link to the internet, 

but were later given a ramp online to the internet, first in the US and then much 

later on in Europe. Many of mail art's first email exchanges survive because they 

were snailmailed as exposed floppy discs. 

I should add, however, that there was very little "interest" in the late 80s or 

early 90s because few artists had computers to work with. Free internet 

connections were available at pub lic libraries in many city libraries which would 

have been an easy way to explode the technology ghetto theory, but I think then, 

as now, many mail artists were skeptical about wanting to participate. Also, one 

must realize that mail art had entered a third decade of evolution with third and 

fourth generation participants. A kind of conservative tendency to stay with 

"hands on" exchange contributed to the predictability of postal activities. I saw 

mail art as needing an intermedia transfusion that might harken its participants to 

mail art's  experimental, process/concept association with Fluxus and Robert 

Filliou's Eternal Network. 

When Swiss mail art networker H.R. Fricker asked me and a handful of 

other active mail artists to help develop the concept of a Decentralized World 

Wide Networker Congress, I saw his invitation as a positive direction that mail 
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artists might embrace. But I also viewed Fricker's emphasis on meeting person to 

person in congresses as a kind of materialization of mail art. Consequently, I 

started to send hundreds of rubberstamped images calling for artists to met-a-net. 

Other rubberstamped phrases read, "I meta-networker spirit to spirit." Online 

internet activity seemed a logical way to connect people immediately and the idea 

materialized when Charles Francois and I collaborated to create a real- time NC92 

congress chat room between a performance event in Liege, Belgium and my own 

Netshaker Harmonic Divergence event in Hancock, New Hamphsire. Other 

efforts to attract internet artists to interact with "snailmail artists" culminated in 

The (global) Reflux Project coordinated by Dr. Artur Matuck, Carnegie Mellon 

University and sixteen telecommunication nodes around the world, one of which 

was the Sao Paulo Bienale. My NC92 Telenetlink Project was an intregal part of 

The Reflux Project. Altogether, this enormous project resembled Fluxus artist 

Ken Friedman's landmark "Omaha Flow Systems." Some will recall that today's 

concept of a mail art show came from the "Omaha Flow Systems" exhibition at 

Joslyn Art Museum in Omaha, Nebraska. 

I remember in 1990 that mail artist, curator John P. Jacob sent out an 

inquiry through the internet as to whether anybody knew anything about mail art. 

Jacob had no response. Zine publisher and mail artist Joachim Frank was online 

as a research scientist with the the New York Dept of Health in Albany, Frank 

substantiated Jacob's remark that there was an absence of any online mail art 

activity. 
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"Telenetlink" sought to bridge this gap by netlinking mail art and online 

worlds -- to establish an integrated kind of online contact list with mail artists and 

telematic artists email addresses. I managed to contact any mail artists who I 

knew were linked to the internet through a university or college system. There 

were only a handful of artists to start the list rolling, but within a year about two 

dozen mail artists and telematic artists began interconnecting via the internet. 

Emma's Emailart list contains many of the first online mailartists....number nearly 

200 email addresses. "The Electronic Museum of Mail Art"(EMMA) created in 

early 1995 sought to hotlink some of the first mail art webpages as a way to 

encourage more interaction and discussion of the role of mail art online. EMMA 

is an artifact of that time in the evolution of mail art online. This occured about 

the time of Ray Johnson's death. 

Ray Johnson was not interested in the internet or the many global projects 

of networking mail artists. There is the documented phone call between Charlton 

Burch and Ray Johnson in which Johnson labelled the activities of Fricker, Ruch, 

Baroni, myself and hundreds of other Networker Congress participants as the 

"(k)nit wit network", "Lightworks" editor Charlton Burch's "Ray Johnson Issue" 

includes Burch's assumption that networker congresses were "derivative of Ray's 

many meeting of the New York Correspondence Art School. Ray Johnson's form 

of networking was a centralized circle, opened wider through the Fluxus efforts of 

Ken Friedman to expand Ray's correspondence art into an international mail art 

network. 
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Charlton Burch quite eloquently personifies Ray Johnson's network as 

Ray's creation:  "Beyond his (Ray Johnson's) unavoidable charisma and an air of 

mysterious charm and his many idiosyncrasies, one could see and begin to fathom 

a viewpoint and outlook on the world completely aprt from others. In fact, he 

redesigned and rethought the world around him. And he made it his own." 

 

My own personal interactions with Ray Johnson by mail and by phone 

were always an invitation to add-on or to  elaborate upon Ray's ideas. While it is 

true that Johnson was out there "meeting a wider world' with wit and humor, he 

was also, in reality, very insistent on controlling the correspondence dance. The 

correspondence art network of Ray Johnson loved being led by a peculiar, 

fascinating, enigmatic individual. Ray WAS the correspondence dance and we 

followed his lead. 

There is some misconception that today's proto- internet arose with Ray 

Johnson's "school". The networker doesn't attend a school and doesn't recognize a 

leading central authority. The term networker is more aligned with the spirituality 

of Robert Filliou's "Eternal Network."  The proto-internet occurs not in one 

individual but in a global phenomenon. 

Much of the networker philosophy and aesthetic can be found in the 

writing of Visual Poet/Mail Art Networker David Cole. His essay, "The Open 

Letter Aesthetic" is the most definitive discussion existing today of networking 

asw a process artform. Here Cole eloquently describes the processes of art that 
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networks. Concludes Cole: Is this letter (essay) correspondence or correspondence 

art? Is it fiction or philosophy or poetry? It is open-ended and awaits completion." 

Here's an early internet posting of the "Telenetlink Project" which began 

in April 1991. I think you'll find my answers there regarding your question to  

describe similarities in mail art and Internet networking systems, strategies, and 

values. 

ART.COM 

NOVEMBER 1991, NUMBER  54, VOLUME 11, NUMBER 10 

---------------------------------------------------------------------- 

Welcome to ART COM, an online magazine forum dedicated to the 

interface of contemporary art and new communication technologies. 

Creative networks are the fabric of countless netlinked fibers, flowing, 

interconnecting worlds, vital, vibrant, filtering through a sea of boundless 

information.  Accessibility, facilitation, participation, information, and the 

interconnectivity of ideas is the harvest won.  All knowledge returns transformed, 

transported, an omniscient omnibus for all to share. 

Some traditional networks represent a formal,  business work ethic, a 

professional hierarchy, the old order, but there are mail art and telecommunication 

art networks playing with a different set of networking values.  Today, network 

art calls artis ts to a larger sense of purpose, inter-relatedness, and cooperation.  It 

involves a shift from patriarchal, hierarchical, anthropocentric thinking to a world 

view vision; a metanoia. 

--- 
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Cross cultural networking is a radical act of gift sharing, collaborative 

play, interconnection and accessibility.  Mail art and telecommunication 

networkers share cooperative values that were central to the volatile 1960s and 

1970s culture in the United States; a time when definitions of social, cultural, 

religious and economic values exploded.  At that time, art and communication 

were being stripped of elitism, re-evaluated and made accessible in street art and 

happenings. Buckminster Fuller predicted a networking spaceship Earth,  and 

mass media expert Marshall McLuhan had enormous influence envisioning an age 

when information would be recycled from one medium to another.  Fluxus artist 

Dick Higgins, a friend and publisher of McLuhan, coined the term "intermedia." 

Mail art grew out of the social and political ferment of the 60s and has 

evolved, by some estimates, into a community of over 10,000 participants. Mail 

artists exchange, recycle and alter surfaces of mailing tubes, envelopes, parcels 

and their contents.  These layered surfaces resemble a global collage of artist 

postage stamps, rubber stamped images, cryptic messages and slogans. Creative 

communication by concepts, visual symbols, signs and languages influence the 

way in which mail artists use media like papermaking, painting, audio, video, 

computers, artists books, copy art, stamp art, zines and performance art. If mail 

artists are the medium, is the mail artifact fiction? If this is true, how can mail art 

be fine art?  Swiss mail artist Hans Ruedi Fricker has said, "Mail art is not Fine 

Art.  It is the artist who is fine!" 

Are mail and telecommunications art for artists only?  On the contrary, 

both the mail art and telematic communities function as accessible public art 
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forums.  Mail artists and various institutions annually host hundreds of exhibitions 

open to public viewing and participation.  Mail art exhibitions usually begin with 

an international mailing to hundreds of artists known to routinely exchange mail 

art.  The customary guidelines for hosting mail art show are democratic by normal 

museum criteria: 1) No rejections; 2) All work exhibited; 3) No return of artwork 

submitted; 4) Choice of media open; 5) Free catalogue promised to all 

participants. 

Some mail art exhibitions have included official U.S. postal stations at the 

exhibition site so that the visiting public can choose to respond to any of the 

participating exhibitors.  Other mail art shows host "mail art openings" where all 

exhibited mail is experienced by the public on "opening night." Here the public is 

allowed to walk home from public institutions with mail art in their hands. 

In more recent years, the telematic art community has also hosted 

enormous public cultural exchanges like Toronto, Ontario, Canada's 

"Particifax Network." Organized by the Grimsby Public Art Gallery in the 

Summer of 1984, Particifax  included the installation of Canada Post Intelpost 

telecommunication machines in numerous public spaces including London, 

Ontario's Forest City Gallery.  In a pioneering effort, Canadian mail artists 

Michael Bidner and Lisa Sellyeh interconnected mail artists, the public, and 

telecommunication artists by fax.  Both artists succeeded in linking the Forest 

City Gallery site with mail artists attending San Francisco's "Inter-Dada Festival." 

Beyond exposure of public mail and telecommunications exhibitions there 

is a home-based world where anyone can contribute to an artwork in progress. 
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Here, the mail box and computer are the museum.  Telecommunications artist 

Anna Couey characterizes the process of creating online telecommunication 

artworks as a public phenomenon: 

--- 

"Many online artworks are constructed on a participatory basis, whether or 

not you define yourself as an artist, if you choose to participate, you ARE an 

artist. This has worked to break down the elitism normally associated with art 

activity...online art is public art because the public makes it!" 

If these democratic similarities between mail and telecommunications 

networkers exist, why isn't there evidence of more interaction?  Is there a pretext 

for interaction now? 

Since the early 1970s mail artists have met one another to discuss the topic 

of inter-media communication.  They have also established public forums for the 

discussion of netlinking alternative artforms.  In 1985 Swiss networker Hans 

Ruedi Fricker dubbed mail artist sojourns and meetings "Tourism" and the tag has 

remained ever since. 

Fricker, in collaboration with fellow Swiss networker Gunther Ruch, 

popularized tourism by inviting mail artists to cash in their stamps for airline 

tickets.  The behavior was further encouraged by proposing decentralized mail art 

congresses that would convene wherever two or more mail artists gathered to 

discuss issues and concerns. Throughout 1986, over 800 mail artists in 25 

countries met in 80 mail art congresses. 
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Today, Fricker is collaborating with netlink facilitators John Held Jr., 

Crackerjack Kid (the author), Mark Corotto (a.k.a. FaGaGaGa), Steve Perkins, 

Lloyd Dunn, Clemente Padin, and Peter Kaufman to encourage the 

decentralization of art by interconnections with intermedia artists, home tapers, 

fax artists, bands, bulletin board users, hackers, etc. in a "Decentralized World-

Wide Networker Congress 1992." (hereafter called NC92)  The mail and 

telematic art communities may find keys to interconnection through local/global 

projects like the "Decentralized World-Wide Mail Art Congress 1992," or the 

"Reflux Network Project." 

As an NC92 facilitator, I have formed a "Telenetlink Congress" whose 

purpose is centered on reaching the telematic community through bulletin board 

services like New York City's Echo, Minneapolis' Artbase BBS, and by accessing 

internationally distributed USENET newsgroups such as alt.artcom, and 

rec.arts.fine.  I found immediate response from Art Com's director Carl Loeffler 

who posted my NC92 invitations in the Art Com Electronic Network (acen) 

conference on the WELL (Whole Earth 'Lectronic Link) and offered to carry 

NC92's networker databank updates on alt.artcom.  The Telenetlink Congress has 

also succeeded in making an important interconnection with Dr. Artur Matuck's 

telecommunications project for the Sao Paulo Biennale, the Reflux Network 

Project. 

In July 1991, while accessing the alt.artcom newsgroup with my 

computer, I discovered the existence of the Sao Paulo Biennale project "Reflux 

Network," a telecommunications network of over twenty-four international nodes.  
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Reflux Network is the project idea of University of Sao Paulo instructor Dr. Artur 

Matuck who aims to promote the ideal of international cooperation and 

collaboration through telecommunication technologies. Among myriad activities 

scheduled at the Reflux node sites from September to December 1991 are 

performances, teleconferences by computer, fax art exchange, digitized 

music/sound, video documentation and exchange by slow scan television and 

videophones.  Public participation and exhibitions at each node site opened up the 

process as a democratic forum to dialogue. 

Throughout the summer of 1991 I sent essays and letters to all artists 

associated with running the Reflux node sites.  Every communication I've 

received from the telematic community has been, in effect, an effort to telenetlink 

beyond existing boundaries.  With the cooperation of Reflux participants like 

Anna Couey, Jeff Mann, Fred Truck, Juan L. Gomez- Perales, Sarah Dickinson, 

Artur Matuck, Judy Malloy, Carl Loeffler and others, we are creating an on-going 

dialogue, a Telenetlink Congress that will spawn future projects interconnecting 

NC92 (mail art networkers) and the telematic community.  I view these collective 

efforts as an ubiquitous "congress in process" extending throughout the NC92 

Congress year (1992). 

I would like to invite all of my readers who have access to computers, 

modems, or fax machines to join in a Telenetlink Congress with NC92 and the 

Reflux Network.  Participation may involve any form of telecommunication 

exchange, e-mail, fax, video phones, etc. What mutual benefits would be derived 

from telenetlinking both worlds?  Readers can join this congress by sending a 
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brief one page statement about how you envision your own role as a networker.  

Proposals and projects that would interconnect the mail art and telematic 

communities are also welcome. Periodic updates concerning telenetlink project 

initiatives will be posted over Usenet newsgroups rec. arts fine and alt.artcom.  

Send your Telenetlink Congress statements and project proposals via (e)mail to 

Cathryn.L.Welch@dartmouth.edu. or fax to Chuck Welch, Telenetlink Congress 

(603) 448-9998.  All statements received from artists in the telematic community 

will be part of the NC92 "Networker Database Congress," a collection that will be 

made available for research at the University of Iowa's "Alternative Traditions in 

the Contemporary Arts Archive."  Further information about scheduled NC92 

events is available 

by writing to these facilitators: 

H.R. Fricker, Buro fur kunstlerische Umtriebe, CH 9043 Trogen, 

Switzerland 

Peter W. Kaufmann, Bergwisenstrasse 11, 8123 Ebmatingen, Switzerland 

Netlink South America: Clemente Padin, Casilla C. Central 1211, 

Montevideo, Uruguay 

Netlink East: Chuck Welch, PO Box 978, Hanover, NH 03755, USA 

Netlink South: John Held Jr. 7919 Goforth, Dallas, TX 75238, USA 

Netlink Midwest: Mark Corroto, PO Box 1382, Youngstown, OH 44501, 

USA 

Netlink Subspace: Steve Perkins, 221 W. Benton, Iowa City, IA 52246, 

USA 
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Netlink West: Lloyd Dunn, PO Box 162, Oakdale, IA  52319, USA 

Those readers who know of networkers that may be interested in NC92 are 

welcome to download this essay and transmit it to any BBS, electronic 

newsgroup, alternative zine or educational institution.  Together, we can 

telenetlink congress now in corresponding worlds.. 

6) Opinions on the general direction of mail art 

Mail art is a strange and unpredictable animal.  I really do not have a clue 

where it is heading, which continues to keep it exhilarating.   

7)  Opinions on the general direction of Internet art 

Internet art will continue to expand exponentially.  It is simply so 

accessible to such a vast number of people that it is impossible to resist.    

8)  What have you learned from your networked art 

experience? 

Over the years I have learned a great number of things from art 

networking, but one item that rises to the top of the list is to always expect the 

unexpected.  You really never know what the mail will bring˜ new friends, old 

friends, miniature masterpieces, or just a good laugh.  Mail art is beach combing 

at its finest. 

One thing I wonder about with Internetworking is whether or not the speed 

and ability for replication will depersonalize or reduce the individuality of the 

work, in the way the copy machine has at times played a controversial role in mail 

art history.  Or, quite possibly, will the Internet facilitate the development of new 
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forms of imagination and inventiveness, thus rejuvenating the overall global 

network?  I am certainly hoping so. 

FOLLOW UP LETTER FROM CRACKER JACK KID AUGUST 15, 2002 

Honoria, 

I just sent this letter to Reena Janna who has an article posted in "Wired 

News". http://www.wired.com/news/topstories/0,1287,4585,00.html 

Regarding your "Electronic Art Grabs Public Eye" appearing in "Wired 

News" it would have been interesting if you'd questioned the validity of a 

statement by Simon Lamuniè#232;re, curator of new media at Switzerland's St. 

Gervais Genè#232;ve museum. Lamunie's approach was to COMMISSION 

original projects that addressed issues relevant to the Internet. Said Laumunie, 

"To my knowledge, there had never been before a series of commissioned Internet 

artworks created specifically for a major exhibition like Documenta." 

It's incredible to me that the prestigious Documenta, renowned for its 

exploration of new, cutting edge forms, would commission works by artists on the 

internet rather than search for networker artists who freely exchange information, 

projects and ideals much like international mail artists.....those proto- internet 

renegades who wore the internet's underwear long before the internet or world-

wide web were ideas." Apparently what was "cutting edge" and free access 

among networker aritists via internet long ago is no longer a utopian ideal in 

cyberspace. 

I suggested that she visit EMMA at Actlab. 
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You asked: What was your most important contribution to Internet mail 

art. 

Networker Telenetlink and the Emailart Directory (Dragonfly Dream has a 

1997 version of the Email Art Directory which list about 200 participants...see her 

website) were the earliest incursions that linked mail art and the internet. The first 

online mail artists numbered no more than two dozen, but within three years it 

had grown to over 200 artists largely through distribution via snailmail art and the 

internet. I had Fluxus artist Ken Friedman's idea of the "New York 

Correspondence School Weekly Breeder" in mind as an early prototype for 

enlarging networks....and Omaha Flow Systems for spreading address listings 

through catalogues. Why not do so online through electronic magazines like 

"Leonardo," "ArtCom," and "Post Modern Culture Electronic Journal".(See 

Sample below). 

Friedman took mail art out of the mailbox and into public exhibition sites 

where mail art objects were freely given off the wall to the public at Joslyn Art 

Museum in Omaha, Nebraka (Mail Art's first Mail Art Show). In doing so 

Friedman took the parochial, private, correspondence side of mail art and made it 

public and international. Mail art, as understood conceptually by Friedman, is art 

that networks.  Essentially, I wanted to take mail art out of the mailbox and into 

the ethereal world of the internet. I felt this to be spiritually akin to Robert 

Filliou's meaning of an "eternal network" It seemed like a simple, natural 

progression from snail mail to the internet, but many mail artists were unwilling 

to let go of the materialistic obsession with the handmade object...objects which 



 377 

accrue normative values, and ultimately are absorbed by the very materialistic 

hierarchy that mail artists want to escape. I observed that the ephemerality of mail 

art could be preserved by going online, yet existing without the high art paradigm 

and it's values. I felt like a "netshaker" at the time and I used the internet as a call 

for a Netshaker Harmonic Divergence during NC92 (World-Wide Networker 

Congresses of 1992). 

Of course, as paradox would have it, today there is a webpage on the 

WWW by a commercial company known as "Netshaker" 

http://www.netshaker.net/ 

Swiss Networker H.R. Fricker called for mail art tourism in 1991 by 

declaring that whenever two or more mail artists meet, a congress would occur. I 

countered by declaring a Netshaker Harmonic Divergence whereever two or more 

networkers meet spirit to spirit... "I meta-networker spirit to spirit." The internet 

was an obvious space to meet spirit to spirit without being physically present. So I 

mail art networked and congressed on the internet as a kind of netshaker. (See 

Sample below) 

Using the internet as a form of mail art networking was a liberating and 

exhilarating experience and I anticipated that others may find this true as well. I 

found Fluxus concepts of intermedia as cited by Dick Higgins to be grounds for 

challenging the mail art network to discover itself through internetworking. 

Surprisingly, in the early 90s few mail artists followed suit. The common excuse 

was that computers created a technological ghetto separating those who had 

access and those who didn't. And at the time you could find computers in nearly 



 378 

every public library in America and most certainly, in libraries abroad. It seemed 

a lame excuse, rather like saying copy art in the early 90s was a priviledged 

artform simply because not everybody owned a copier machine. I suppose the 

same logic would apply to electric typewriters which cost as much as $1,200 

when they first emerged in the late 70s. 

Telenetlink in 1991 was a major interactive link between mail art and 

telecommunications art. To quote Eternal Network, Page 126, Ch. 17. 

"Telenetlink was an interactive part of Reflux Netowrk Project, an artists' 

telecommunication system created by Brazilian artist Dr. Artur Matuck. Reflux 

Network Project as an ambitious, progressive experiemnt that interconnected 24 

on-site nodes located in university art departments, art research sites, and private 

internet addresses. Through Reflux the Networked Telenetlink became mail art's 

first active on- line connection with the world of Internet." 

OK, It's late and I'm obviously rambling, but the sample above gives you 

an idea of who was open to networking the idea of mail art and the internet 

connecting. I had established nodes with the eighteen individuals listed above. 

Some are snailmail artists and others are telematic online artists. 

You asked: 

 Did you communicate with Charles and Panman Mark in the 

Telenetlinking days? 

More so with Charles Francois than with Mark. Charles and I did a lot of 

experimenting with his BBS "RATOS". We had a live Netshaker Harmonic 

Divergence  telenetlink with Charles Francois at a performance event in a gallery 
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at Liege.  It was quite a wonderful happening. Documentation of the event is 

available in my Networker Databank. If you'd like that info, I could probably dig 

it up out of my archives. Neither Mark or Charles had online access to the internet 

in the early 90s and the only reason I had that access was because of my wife's 

position as a Medical faculty member at Dartmouth College. I was online in 1989. 

Mark's BBS was a NYC thing and his server had no ramp to the internet....was it 

prodigy? I think that Charles did some wonderful experimentation with 

macromedia software in creating caricatures and gameplay...many of the.discs he 

created are in my archive and are part of exchanges we had together. 

Hope some of this is useful. 

 

JEAN KUSINA AUGUST 9, 2001 

1)  Values 1) mail art and 2) Internetworking 

Based on my experiences, the values underlying mail art and 

internetworking are very much alike. Primarily, both promote the free exchange 

of information and ideas.  From its infancy mail art has been a way to circumvent 

the traditional art world system at large.  The Internet also began its life as a 

renegade technology that links people who otherwise may never have made 

contact.  As these organisms grow and change, they are faced with new situations 

that alter the directions of their respective art forms.  In spite of this, it seems that 

for the most part the core spirits of each movement always remain whole and at 

the same time parallel to each other.  Value is placed upon the intangible network, 

regardless of what means are employed to sustain it. 
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2)  Similarities in mail art and Internetworking 

The most obvious similarity between mail art and Internetworking is the 

ability to develop an association of individuals seeking to connect with other 

artists around the globe.  Traditionally, one of the most useful tools of mail art 

networking is project documentation that lists the names and addresses of all 

participants.  Yet in order to contribute to a call for work, an artist must first learn 

of the project from some source.  I find Internetworking is excellent for this 

purpose because of its ability to provide free publicity for projects and 

exhibitions.  Especially by employing message boards, calls listed on the Internet 

are able to reach a wide number of people in an extremely short amount of time.  

Another similarity is that, for the most part, mail art projects do not exist 

just so that one person can collect a group of works and then toss them into a box.  

When at all possible, exhibitions are staged or some form of reproduction of the 

compiled works is made.  It is generally a grand event when I am able to attend a 

mail art exhibition.  Nevertheless, with so many events taking place in a variety of 

countries, it is impossible to be in all places at all the right times.  Therefore, I 

believe that this is one area in which Internetworking excels.  By creating virtual 

galleries, everyone can benefit from seeing what other artists are up to.   

Furthermore, Internet documentation allows an open view of the list of 

contributors, regardless of participation.  I have noticed, however, that many 

times web sites list only the names and fail to include ways to contact the artists. 

This raises questions regarding privacy.  Listing addresses serves to expand the 

network, but not everyone feels comfortable posting their addresses for the world 
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to see.  Myself, I am in favor of displaying contact information and have 

experienced only positive results from it. 

In addition to official calls, I think the Internet also connects artists on an 

individual and often personal level.  There are numerous artists that I correspond 

with via e mail as well as by postal mail.  Neither method seems to be replacing 

the other; rather, they compliment each other as two effective yet different means 

of communication.  

3)  Differences in mail art and Internetworking. 

It seems to me that whenever there is a discussion about Internetworking, 

one of the first points to be made is the lack of a tactile quality that can only be 

obtained through mail art. Simply put, if you cannot physically hold it in your 

hands then some quality is lost. Indeed, pulling a treasure out of the box is one of 

the true rewards of mail art.  Others suggest that the Internet‚s popularity signifies 

the end of mail art as we know it, that the proverbial writing is on the wall. 

Personally, I prefer not to pit one medium against the other. While at the current 

time I tend to work mainly through the traditional mail, I also enjoy the Internet-

only projects that come my way.    

Time is a significant factor relating to the differences between mail art and 

Internetworking.  When someone sends out a piece of mail art, it enters a limbo-

like transitional stage from mailbox to mailbox.  The very act of it making its way 

through various machines, postal carriers, planes, trucks, et cetera, is part of the 

process.  The perception of the post-marked journey has an intrinsic conceptual 

value unto itself, albeit one difficult to qualify with a simple explanation.  Then, 
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once the work arrives at its destination, the receiver has an opportunity to 

respond.  This can take days, weeks, or sometimes months.  Even if the response 

is immediate, the new or altered work must once again work its way back through 

the system to the original sender or yet another party. 

Conversely, Internetworking is swift by nature.  An image is uploaded, a 

button is pushed, and off it goes into cyberspace. In seconds, it can land virtually 

anywhere around the world or reach scores of people at once.  It can be highly 

personal or fairly impersonal. 

Generally, e mailed images do not stay in my inbox for long. One example 

I can think of in particular was when David Alvey e mailed me an image of a 

collage he was working on and asked me to contribute to it.  I downloaded a 

photo of Alice-Kitselman Ames that she had posted on her web site, added some 

work of my own, and then e mailed it on to her.  She then posted it on the Web as 

a digital artistamp.  So there was an instance where we had three artists, separated 

by hundreds of miles, who were able to collaborate and complete and entire 

project in one day. 

One of the external environmental factors widening the gap between mail 

art and Internetworking is the seemingly never ending increases in postal rates.  

This is an age-old gripe in mail art, but prior to the Internet there was no 

alternative to avoiding price hikes.  We either mailed or we did not.  With the 

Internet so readily available to so many people, free in libraries and often 

obtainable at relatively low cost elsewhere, it is a true communications bargain.  

While I believe it is a great thing that Internetworking levels the economic 
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playing field and promotes a welcome diversity of artists, it also saddens me that 

traditional mail art may be diminished simply because artists can no longer afford 

to do it.   It is bewildering that in today‚s age of technological advances, 

particularly in mechanized mail sorting, that the price of postage keeps going up 

instead of down.  The logical assumption would be that these advances would 

lead to a more productive and cost-efficient system.  However, just the opposite 

seems to be true.   

4)  My personal direction as a mail artist 

My personal direction as a mail artist relates to exceeding my own 

personal boundaries as an artist and gaining new insight into the artistic process 

itself.  While I embrace the functions of new technology and continue to employ 

digital media as important components of my design process, I am also very much 

linked to a past history of conceptual art and experimental poetry.  To me, this is a 

very exciting time to be a mail artist, with few limitations and an incalculable 

amount of possibilities. 

5) My personal direction as an Internet artist 

My personal direction as an Internet artist is to continue to connect and 

expand the „eternal network‰ by working in an evolving arena that is open to 

such a large scale audience.  I really do not see my activity as an Internetworker 

as fundamentally different from my self- image as a mail artist.  They are just two 

sides of the same thing-- the inside and the outside of the envelope.  The reason 

that no one has ever been able to develop the perfect, inarguable definition of mail 

art is because its essence encompasses so many activities and beliefs.  Being a 
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mail artist is almost a persona lity type.  It is chiefly about connecting, and the 

Internet is yet another way to string it all together. 

6) Opinions on the general direction of mail art 

Mail art is a strange and unpredictable animal.  I really do not have a clue 

where it is heading, which continues to keep it exhilarating.   

7)  Opinions on the general direction of Internet art 

Internet art will continue to expand exponentially.  It is simply so 

accessible to such a vast number of people that it is impossible to resist.   

8)  What have you learned from your networked art experience? 

Over the years I have learned a great number of things from art 

networking, but one item that rises to the top of the list is to always expect the 

unexpected.  You really never know what the mail will bring˜ new friends, old 

friends, miniature masterpieces, or just a good laugh.  Mail art is beach combing 

at its finest. 

One thing I wonder about with Internetworking is whether or not the speed 

and ability for replication will depersonalize or reduce the individuality of the 

work, in the way the copy machine has at times played a controversial role in mail 

art history.  Or, quite possibly, will the Internet facilitate the development of new 

forms of imagination and inventiveness, thus rejuvenating the overall global 

network?  I am certainly hoping so. 

VOLKER HAMMON INTERVIEW DECEMBER 8, 2000 

Dear Honoria,  

I wrote: 
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>i have doubts whether in the next 

>> time i would say yes to an interview. 

you answered: 

>If you are not able to participate in follow-up discussion with the others 

who also answered I am sorry but the answers you gave will be useful. 

Oh, there is a follow-up discussion! If it happens in e-mail, interview no 

condition for it, then i can go online somewhere in indi, and take part. 

Tell me more about your type of interviews. 

I studied cultural anthropology, sociology and art, i am interested in the 

theory of science as well, and the traditional methods of social sciences, with 

obscure quantitative questionnaires and comparable stuff, don´t cheer me up. I 

like to make qualitative interviews, but this method is dangerous in other ways, in 

the wrong hands it can do more than just reveal some individual secrets. Good 

scientists need to be aware that their theri way of asking is obscene. I own an 

astonishing old booklet, regarding this theme. You read german? I do not know, 

whether there is an english or spanish edition. Aron Ronald Bodenheimer: 

Warum? Von der Obszönität des Fragens; Reclam, Universal-Bibiliothek Nr. 

8010, 2., veränderte Auflage 1985. 

I have an allergy against becoming scientific material in certain ways. Still 

today, if i read the thoughts af Paul Feyerabend about science and methods, it 

sounds quite fresh, compared to some of the contemporary discussions. 

In other words: Your approach and scientific aims are not clear to me. If 

you really ask me "from person to person", no matter in which media, then i 
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might like to tell you the small bit that i know, and if you have much patience and 

i have much time, i even might dive into my archive for you. 

But if you want to interview networking artists with a fixed set of 

questions and then pass it through statistics - might be even interesting for 

comercial profiles - forget it, never with me. If you don´t care, you will find a vast 

majority who also doesn´ t care anyway. 

At present i prepare a small project in Aachen, Germany, in which i want 

to use qualitative interviews with some of the media artists which are involved in 

the project in Aachen, and feed this material back into the public, by radio, web, 

other media and my actions, partly anonymised fragments, and partly, when 

authorised by the artists, also fragments with their name.  

So i am interested in the setting of your work, how much would you be 

allowed in your context, to say about yourself to me, without burning my 

contributions for your research, how did you get involved with the theme, do you 

just collect material or is there a concept behind, if yes, which concept, and so on 

...  Anything of this which you can answer? 

By the way, Barbara Wolbert, a friend of mine, visiting associate professor 

in the Austin Department of Germanic Studies, is an experienced specialist in 

anthropology style qualitative interviews too, and privately she is interested in 

contemporary arts - and a bit, from a distance, also in networking arts (not 

practicising, as far as i know).  

Hopefully my remarks are thrilling and make you work a lot now ;-)) ...   

Don´t take my scepticism wrong! All my best wishes,  
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Volker Hamann 
 

FOLLOW UP RESPONSE FROM HAMMON MAY 22, 2002 

Oh, Honoria! 

i already believed, it was wrong, to speak my mind. I feared i had sounded 

a bit nasty, neurotic and egomanic. Since my story and communication in the 

network partly was about such themes, and crackerjack after a long 

correspondence finally must have thought that i am a poor idiot (which in a 

another sense i really was), i feared that you would never answer again. Uff, i am 

relaesed - and even if it is just because of the researchers professionality ... .;-)) 

By the way, can you send me CrackerJack´s e-mail address? 

You ask your questions based on Grounded Theory and with the idea, to 

deliver facts. I can understand what you mean, i can accept that from your point 

of view your questions are appropriate. But from my point of view your questions 

remain inappropriate, i do not feel well with them and i would not trust the 

results. 

I feel like in a ritual theatre, to answer them, not because i want to use 

them for a stageplay, but because I find myself on a completely different 

wavelength than your questions are. I would like to have answered closer to your 

questions, but i cannot. 

You must take in account, that the set of my first a´-answers are real 

answers too. It is not my fault, if they do not fall in certain categories or seem to 

fall in others. I cannot give the permission to quote from the answers to the first 

questionnaire. 
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You do not mention to quote anonymised or with clear names. I suppose 

you will quote with clear names. In this situation i have doubts, whether the 

answers of mailartists will be vainless enough to be solid. 

If you can take all this with hunour, fine. Before it bothers you: delete 

everything and forget it. For me it wouldn´t be a problem. 

1/ What kinds of mail art are you working on now? 

I hardly can call it mailart anymore. It can be digital networking 

communication and analog one. I avoid to collect a quantity of nodes to brush my 

idea over them. It is real work, to avoid arbitrary contacts and activities, and to 

filter information, only to create a tiny individual space which is  relatively free of 

junk communication and brainwash, so that essential small communications can 

emerge. I am interested in hidden and undercover messages, communications in 

morphic fields and relations between the microcultures of small groups and their 

macrocultural differences, a tension which one can find for example in 

international artist exchange projects. In other words, I use my thoughts about 

networking art in forms which mostly do not look like mailart anymore, even not 

like art. They are basic for my way of life, although my life does not look alike. 

My life is a complex microcultural project itself, for example in the 

communication in a close personal relation. 

1/a What are you planning to do next? 

A relaxed smile, while expectations and definitions of artist behaviour, art 

market rituals, proofs of production, art historians and art sociologists belief 

systems flash by. 
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2/ How do you use the Internet? 

Intense, more or less anonymous, in a mix of foolishness and chuzpe.  

2/a  Any plans for new Internet projects? 

I continue my almost daily work without planning. 

3/ What do you think mail art and internet communications have in 

common? 

It brings up a question of comparable structure: What do you think wood 

crafting and furniture-auctions at e-bay have in common? Asking me about 

'Mailart' and 'Art with the Internet' would be more on one level of categories. Or: 

'mailart' compared to 'netart', as 'netart' is understood by most of the artists whose 

works are accessible at Natalie Bookchin 

http://www.calarts.edu/~line/history.html, alternatively compared to the definition 

of 'netart' at i-cult.com. Interesting also: communication networks of artists for 

analog versus networks of artists for digital transfer.  

Well, you insist on wanting to know, what i think, mail art and internet 

communications have in common, uuh! Each has a physical structure, uses energy 

which needs to be paid, needs people who do the service, the first for the 

subgroup mail artists, the second for all internet communicators; Virtuality (of 

different kind and degree); Media communication; A tendency to spread nodes 

globalwide, less in the regions in which people have more existential problems; 

Possible anonymity and the possibility to create artificial personalities; Possible 

creative exchange; A chance for networking agents to benefit of strategic 

communication; Possible exploitation of the communication, advertence, 



 390 

information and creativity of many for the benefit of relatively few; Different 

degrees of social and sensual deprivation; Phantasmas and ideologies about 

human warmth, beautiful work in virtual groups or beneficial mutual exchanges - 

also possible successful switches to analog personal relations; - Like in loveletters 

between partners who never physically meet, both medias are ideal for the eternal 

never fulfilled promise. If i shall name more of the 'in commons', pay $ 50.- . 

4/ What are the differences? 

The physical structure for the networks is different, since snailmail needs a 

more physical transport. The original virtuality of mail art was (and is) less 

discussed among the mailartists than the virtuality of the internet. The virtuality of 

mailart existed on a higher level of abstraction, originally it had to do with an 

utopian political consciousness for example. The virtuality of the internet 

communication today is easier to experience and understand, it’s a revolution of 

banality, though it is not a less complex virtuality than the mailart one. Different 

are the historic times in which mailart and internet communications started to 

flourish. The needs of the users are very different, internet communications 

include a flood of communications between totally brainless or sophisticated, 

whereas mailart mostly just contains trials of people who rely on an ideology and 

praxis in which many of them like to speak of their kind as artists.  

Conventional mail art on the web is no art with the web, it does not go 

under the skin of media anymore, it has a nostalgic touch, comparable to olden 

former tennisfreaks playing virtual tennis on their homecomputers. Mailart on the 

web is a bit like virtual sex: a 'Plaisir Plastique' in which elder participants can 
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give the impression to be viril. 'Correspondence Art' on the web is more 

appropriate to the medium than mailart. If theoretically or intuitively understood, 

it still bears more potential as a unique contemporary art than mailart does. If 

mailartists really want to be influential in the contemporary artworld, they should 

rethink what they are doing and develop an 'Intermedia Networking Art'. Also 

then they can continue their special group spirit.  

'Internet communications' whatever unspecific this term may mean, are 

not comparable in this point: they are the activity of a mass of 'users', not of 

'participants' anymore. Mailart developed from being art avantgarde in the sixties 

to become kind of a folk art for relatively few. Many of the few don´t like to hear 

that, wheras 'internet communicators' usually simply don´t care about their artistic 

selfdefinition. 

The list of differences is endless, for the categories mailart and internet 

communications are rather different plateaus. 

5/What are your favourite mail art related websites? 

I do not favour the concept of favourites, especially not in branches of 

networking art. Bill Gates has favourites in Windows, and already too much. 

5/a What are their URLs and a brief description? 

Urls are changing, descriptions are always too late. Why do you ask? 

Until you can quote it it´s already crap.  

6/ What have you learned from your networked art experiences? 

Hm, 'networked art experiences', thats much more and often essentially 

different of 'mailart'. Some should give up mailart for then first time they might 
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find true 'networked art experiences'. I hope i have learned ...: To live a bit; To 

stand and to analyse better my disappointment about human behaviour in groups, 

even virtual ones, including my own sometimes unlucky behaviour; To reject 

exchanges which are not good for me or the other; To concentrate slightly better 

on relations which i like to be responsible in and find liberty and freedom. 

7/ Your name, email address and permission to quote your answers. 

NetArt, editor@arthide.de. Please polish my interpunction and some other small 

quirks when neccessary. You might quote my terrible answers to your terrible 

questions. 
 
 

JOHN HELD INTERVIEW JUNE 12, 2001 

- Your Mail Art name: John Held, Jr. 

- Other names: Jonathan: Held, Jon Held, John Held Jr. 

- Your email address: johnheldjr@aol.com 

- Your postal address:  

Po 410837, San Francisco, CA 94141 

- Your phone number: 415-837-5345 

PERMISSION  

I give my permission to use my responses to the questions on this form in 

honoria's (Madelyn Starbuck's) University of Texas at Austin doctoral dissertation 

data and published dissertation that will be printed and posted on the EMMA 

website. 

 XYes   
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I am interested in being contacted for a personal follow up interview about 

comparisons between Mail Art and Internet artistic issues. 

XYes   

How many years have you been involved in the Internet? 

About one year. 

If you have a website that includes Mail Art what is the URL? 

www.geocities.com/johnheldjr 

What aspects of mail art are featured on your website? 

Essays (About twenty, all on Mail Art or alternative culture). Travel 

Diaries (Japan, Europe, Soviet Union, Cuba, etc.). Interviews (Cage, Johnson). 

John Held, Jr. Papers (Archives of American Art, Smithsonian Institution). Mail 

Art Exhibition Documentation Collection (listing of 1200 mail art exhibition 

catalogs and posters). 

RESEARCH QUESTIONS 

1. How did you first become involved in mail art? 

In 1976, becoming acquainted with rubber stamps, and tracking down 

their use by artists in the international Mail Art network. 

2. Describe your personal current and future directions as a mail artist. 

Specializing in 2oth Century Mail Art by documenting various aspects of 

the medium, including catalogs, magazines, artistamps, postcards, etc. Watching 

Mail Art incorporated into contemporary art history as an art form that established 

a tone in international cultural discourse preceding the internet. 

3. Describe your personal current and future directions using the Internet. 
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I use e-mail to keep up with various mail artists I've associated over the 

years (Guy Bleus, Vittore Baroni, Andrej Tisma). I frequent mail art web sites and 

discussion boards. I check on the availability of mail art materials on several 

bookdealer websites. More of the same in the future, I suppose. I do not envision 

myself using the internet to organize exhibitions, or in the creation of projects 

and/or artworks, although I expect this aspect of mail art/internet connection will 

become more prevalent with others. 

4. Please describe similarities in mail art and Internet networking systems, 

strategies, and values. 

a). Cheap, affordable communication mediums. 

b). International in scope.  

c). Open network, in which anyone is free to participate. 

c). Democratic. No leaders. 

d). Participants assume pseudonyms and personas. 

e). Participatory projects. 

f). Stimulates personal contact.   

5. Please describe differences between mail art and Internet 

networking systems, strategies, and values. 

Mail Art can use the internet to expand its reach, but Mail Art cannot 

expand the internet. The internet is a mass communication medium, mail art a 

marginal one. It is interesting that you capitalize the internet, and I don't, but I 

capitalize Mail Art, while you write it in a lower case. The difference being this: I 

see mail art as a medium, like drawing, painting, and Mail Art as an international 



 395 

art movement, like Dada, Fluxus... The internet, I consider a medium, such as 

television, the mail, radio, and use it in the lower case. Capitalization would imply 

a worldwide membership with common principles, which the medium does not 

possess. But Mail Art did. I'm not sure it will in the future. 

6. What do you think are the general directions of Mail Art now and in the 

near future? 

Mail art, as a worldwide art medium, will expand. But wider participation 

is likely to be modeled on the increased popularization of rubber stamp art. Used 

conceptually by mail artists in the 70s, rubber stamps become commercially 

viable in the 80s, spewing numerous companies and conventions.  This new 

direction morphed the medium from art to kitch.  

7. What do you think are the general directions of Internet networking 

nowand in the near future? 

Use of the internet will completely transform society in ways that we 

cannot imagine. It is the primary thrust of the age. And no accident it occurred at 

a millennial shift. 

8. Please provide the URLs and a brief description of your favorite mail 

art related website(s). What do you appreciate about the site(s)? 

Ruud Janssen. Mail Art Interviews. 

Jas Felter. Artistamps. 

Merlins' discussion boards. 

Dragonfly Dream. 

9. What have you learned from your networked art experiences? 
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Do onto others, as you would have others do unto you. 

Phone call with John Held Jr. April 23, 2001 

I had a phone call chat with John Held Jr. last night.  He said he was much 

more interested in mail art of the 20th century  and that we could divide mail art 

research into centuries.  He would take the 20th and I could have the 21st. He is 

concerned that a number of people close to him have serious and even terminal 

illnesses. He is working on a new book on mail art magazines.  I wonder why 

there is so much research on mail art publications  as compared to mail art pieces 

or exhibitions or other non-zine aspects, even the social traditions of mail art 

would be a great research topic. 

CHRIS HORSTMANN OCTOBER 29,  2001  

Translated by Knut Graf 

From: "Chris Horstmann"  <chrishorstmann@web.de>  

Subject:  Re: questionnary 

Hi Honoria  ! 

I hope you wont have to many problems translating my  german text. 

Please let me know when you get my text and if I understood  everything 

right in your questionnarie. 

All the best wishes to you  ! 

yours Chris 

---------------- 

ABOUT  YOU 

- Your Mail  Art name: Chris Horstmann 
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- Other names : Chris 

- Your email address:  chris@mail-art.de 

- Your postal address: Sidonienstr. 4 / 38118 Braunschweig /  Germany 

- Your  phone number: x 

YOUR PERMISSION  

I give my permission to use my  responses to the questions on this form in 

honoria's (Madelyn Starbuck's)  University of Texas at Austin doctoral 

dissertation data and published  dissertation that will be printed and posted on the 

EMMA website.   

Yes 

I am interested in being contacted for a personal follow up  interview 

about comparisons between Mail Art and Internet artistic issues.          

Yes  

PLEASE ANSWER NINE  RESEARCH QUESTIONS 

1. HOW DID YOU FIRST BECOME INVOLVED IN MAIL ART?   

Ca: 1990 brachte mich mein damaliger Kunstlehrer (Rainer Randig) auf  

Mail-Art. Er veranstaltete mit unserer Kunst-Klasse eine kleine MA-Aktion.  

Daraufhin fing ich an meine eigenen Postkunstobjekte an Freunde und Bekannte 

zu  versenden. 

Around 1990 my then-art teacher (Rainer Randig) brought me to Mail-Art. 

He did a mail art project with our art class. After that, I began to send my own 

mail art objects to friends and aquaintances. 
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Ca: 1995 knuepte ich endlich den ersten "echten " MA-Kontakt  zu einer 

Kuenstlerin (Kerstin Hasselbach) in Braunschweig, Germany.  

Wir  sendeten ueber mehrere Jahre MA hin und her.  

Around 1995 I finally got in touch with the first "real" mail art contact, to 

an artist (Kerstin Hasselbach) in Braunschweig, Germany. We sent mail art back 

and forth for several years. 

Ca: 1996 bekam ich auf  einer MA-Ausstellung in Schwerin endlich eine 

Liste von ueber 300 MA-Kuenstlern.  Ich fing an Postkunst in das Snailmail-

Netzwerk zu senden und knuepfte Kontakt  zu zahlreichen Kuenstlern. 

Around 1996, at a mail art exhibition in Schwerin, I finally got a list of 

over 300 mail artists. I began to send mail art in the Snailmail-network and build 

contacts to numerous artists. 

Ca: 1997 organisierte ich zusammen mit Kerstin  Hasselbach eine MA-

Austsellung in Heildesheim. Wir zeigten ueber 300 MA-Objekte  einem 

interessierten Publikum. 

Around 1997 I organized a mail art exhibition in Hildesheim together with 

Kerstin Hasselbach. We showed over 300 mail art objects to an interested 

audience. 

2. DESCRIBE YOUR PERSONAL CURRENT AND  FUTURE 

DIRECTIONS AS A MAIL ARTIST. 

Jetzt ( 2001 ) ist meine  MA-Hauptaktivitaet die Betreuung, Pflege und der 

Ausbau meiner MA-Webseite  (http:// www.mai-art.de <http://www.mai-art.de>  , 
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http:// www.postkunst.de <http://www.postkunst.de> ). Snailmail betreibe ich zur  

Zeit kaum. 

Currently (2001) my main maila rt activity is taking care of and expanding 

my mail art website (http://www.mail-art.de, http://www.postkunst.de). I hardly 

do any snail mail in the moment. 

3. DESCRIBE YOUR PERSONAL CURRENT AND FUTURE 

DIRECTIONS  USING THE INTERNET. 

Durch meine Arbeit an "www.mail-art.de <http://www.mail-art.de> " 

moechte ich  weiterhin das Netzwerk unterstuetzen und Newcomern einen 

leichteren Einstieg in  MA geben.  

Eventuell werde ich spaeter versuchen MA-Aktionen im Internet zu  

starten, welche interaktive und multimediale Elemnete als Ausdruckmittel  

verwenden. 

Through my work at www.mail-art.de <http://www.mail-art.de>  I want to 

continue to support the network and offer newcomers an easy entrance into mail 

art.  

Possibly, later I may try to start mail art actions in the internet, which use 

interactive and multi-media elements as means of expression. 

4. PLEASE DESCRIBE SIMILARITIES IN MAIL ART AND 

INTERNET  NETWORKING SYSTEMS, STRATEGIES, AND VALUES. 

Ich vermute das immaterielle  Werte und Ideen von MA sich verschieben 

werden. Ich denke das MA-Netzwerk  frueherer Jahre lebte sehr stark von dem 

Reiz des globalen Austausches, der  Ferne und Diversitaet der MA-Kuenstler. 
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Heute kann jedermann in Sekunden zu  dutzenden Menschen global Kontakt 

haben. MA wird darauf reagieren und neue  Schwerpunkte finden muessen. 

I suspect that immaterial values and ideas of mail art will shift themselves. 

I think the mail art network of the earlier years strongly lived of the attraction of 

the global exchange, the distance and diversity of the mail artists. Today, 

everyone can get dozends of global contacts within seconds. Mail art will have to 

react to that and find new centers of gravity 

5. PLEASE DESCRIBE DIFFERENCES BETWEEN  MAIL ART AND 

INTERNET NETWORKING SYSTEMS, STRATEGIES, AND VALUES. 

Siehe Frage  4. 

See qustion four. 

6. WHAT DO YOU THINK ARE THE GENERAL DIRECTIONS OF 

MAIL ART NOW  AND IN THE NEAR FUTURE? 

Ich vermute das sich die MA-Kunst mehr und mehr in  verschiedene  

Bereiche aufspalten wird. Diese Bereiche werden sich  unterschiedlich stark an 

das Internet als Kommunikationsweg und die neuen Medien  anlehnen. 

Vermutlich werden sich folgende MA-Bereiche  herrauskristallisieren. 

- Zum einen die urspruengliche MA welche  ausschliesslich den Postweg 

also Snailmail verwendet.  Sie wird vorallem  von den aelteren Mitgliedern der 

MA-Gemeinde praktiziert. 

- Dann MA,  welche die MA-Objekte per Snailmail verschickt, aber das 

Internet zum Austausch  der Projektinformationen nutzt.   
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Hierzu zaehle ich mich zur Zeit. Ich  nutzte die neuen 

Kommunikationswege zum Austausch von MA-Informationen und zum  Ausbau 

den Netzwerkes, bevorzuge aber die Haptik und das Flair der materiellen  

gesendeten MA-Objekte gegenueber den virteuellen MA-Objekten. 

-  Progressive neue MA-Richtungen, welche ausschliesslich ueber neue  

Kommunikationswege praktiziert werden. Vom Projektaustausch bis zum fertigen  

MA-Objekt, welches warscheinlich auch digital angefertigt wurde. 

Es werden  mehr interaktive, mutlimediale und onlinebezogene Techniken 

als Ausdruckmittel  verwendet. 

Meinem Gefuehl nach findet eine Verschiebung des Spektrums  statt. MA 

gewinnt und verliert dabei. Immaterielle Werte und Ideen, welche durch  MA 

kommuniziert werden, leiden kaum. Materielle Ausdrucksmoeglichkeiten in  

Haptik und Austrahlung der MA-Kunst gehen jedoch zunehmend verloren. 

Da  das Internet die Moeglichkeit eroeffnet, mit wesentlich mehr 

verschiedenen Kuenstlern Kontakt aufzunehmen, kommt es zu einer Inflation der  

Kuenstlerkontakte. Sie verlieren dadurch an Wert.  Andererseits ist es  wesentlich 

leichter ueberhaupt Kontakt zu bekommen und auch selektiver passende  

Verbindungen zu knuepfen. 

I suspect that mail art will progressively fragment into multiple areas. 

These areas will look towards the internet as a means of communication and to 

the new media with different levels of intensity. 

The following mail art areas will probably crystallize. 
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-On one hand, the traditional mail art which uses only the postal system, 

i.e. snail mail. It is primarily practiced by the older members of the mail art 

community. 

-Then, mail art which sends mail art objects per snail mail, but uses the 

internet to exchange project information. 

This is where I currently see myself. I use the new routes of 

communication for the exchange of mail art information and to extend the 

network, but I prefer the haptic quality and the flair of the material-sent mail art 

objects over the virtual mail art objects. 

-Progressive, new mail art directions, which are practiced through new 

means of communication exclusively. From the exchange of project information 

to the finished mail art object, which probably has been produced digitally too. 

More interactive, multi-medial, and online-referencing techniques are used as 

means of expression. 

It is my sentiment that a shift of the spectrum is happening. Mail art gains 

and looses along the way. Immaterial values and ideas which are communicated 

through mail art hardly suffer. However, materialist means of expression in the 

haptic domain and in the traditional expression of mail art are progressively lost.  

Because the internet opens the possibility of significantly more contacts 

between artists, an inflation of these contacts happens. The contacts loose value. 

On the other hand, it is significantly easier to make contact at all, and to maintain 

matching contacts more selectively. 
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7. WHAT DO YOU THINK ARE THE GENERAL  DIRECTIONS OF 

INTERNET NETWORKING NOW AND IN THE NEAR FUTURE?  

Das Internet  hat einen starken inhaltlichen Einfluss auf MA, da wir heute 

eine neue Art von  Globalitaet leben und dies sich im Umgang mit MA und den 

MA-Themen  wiederspiegelt. 

Ich glaube MA wird und wurde viel von Laien praktiziert -  was gut ist, 

sich aber auch stark in den Arbeiten wiederspiegelt. Ich denke mit  zunehmender 

Verbesserung der Techniken und Software  wird es Laien immer  leichter fallen 

auch komplexere digitale Kunst in MA zu integrieren.  

Wenn  Multimedia- und Internetkunst Laien leichter zugaenglich wird, 

wird sich diese  Form von MA in den Internet-Netzwerken staerker ausbreiten 

und neue Perspektiven  eroeffnen.  

Erst dann werden wirklich progressive, neue Spielarten von  Mail-Art im 

Internet wirklich moeglich sein. Noch werden neue Techniken in MA  kaum 

genutzt. Es wird hauptsaechlich herrkoemmliche MA ueber das Internet  

kommuniziert. 

The internet has a strong influence on the contents of mail art, since we 

are living a new form of globality today, which is reflected in deailings with mail 

art and with the themes of mail art. 

I think mail art is and was often practiced by laypeople - which is good, 

but which is also strongly reflected in the works. I think with more and more 

improvements in technologies and software, it will become easier for laypeople to 

integrate more complex digital art into mail art. 
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Once multimedia- and internet art becomes more accessible to laypeople, 

this form of mail art will spread further in the internet networks and it will open 

new perspectives. 

Only then, truly progressive, new variations of mail art in the internet will 

be truly possible. Until now, new techniques (technologies ? kg) are hardly used 

in mail art. Mainly, regular mail art is being cummunicated over the internet. 

8. PLEASE PROVIDE THE URLS AND A BRIEF DESCRIPTION OF  

YOUR FAVORITE MAIL ART RELATED WEBSITE(S). WHAT DO YOU 

APPRECIATE ABOUT THE  SITE(S)? 

Meine Lieblingsseite zum Thema ist "http:// www.dragonflydream.com" 

<http://www.dragonflydream.com> .  Hier sind viele, aktuellsten MA-Projekte 

gesammelt. Die Seite wirkt lebendig und praktiziert gute Netzwerkarbeit. 

My favourite website on the subject is 'http://www.dragonflydream.com". 

Here, many most-current mail art projects are collected. The site seems alive and 

practices good networking. 

9. WHAT HAVE YOU LEARNED FROM YOUR  NETWORKED ART 

EXPERIENCES? 

Der harte Kern der MArter im Internet-Netzwerk ist  nicht sehr gross.  

Das Web-Netzwerk reagiert schneller auf aktuelle  Ereignisse.  

Die Hauptaktivitaeten des MA-Netzwerk konzentrieren sich auf die  USA.  

Das Internet gibt MA-Newcomern leichteren Einstieg in MA. 

Das  Internet ist fuer manche "MA-Oldies" eine grosse Huerde. 

The hard core of mail artists in the internet network is not very large. 
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The web-network reacts faster to current events. 

The main activities of the mail art network are concentrated in the USA. 

The internet offers mail art newcomers an easier entry into mail art. 

For some mail art-"oldies", the internet is a big hurdle. 

PLEASE  DESCRIBE YOUR ONLINE ACTIVITIES 

HOW MANY YEARS HAVE YOU BEEN INVOLVED IN THE  

INTERNET? 

Ungefaehr 3 - 4 Jahre. Siehe Frage 3 + 4. 

About 3-4 years. See question 3 + 4. 

IF YOU HAVE A  WEBSITE THAT INCLUDES MAIL ART WHAT IS 

THE URL? 

www.mail-art.de <http://www.mail-art.de>, www.postkunst.de 

<http://www.postkunst.de>  

www.mail-art.de <http://www.mail-art.de>, www.postkunst.de 

<http://www.postkunst.de>  

WHAT ASPECTS OF MAIL ART ARE FEATURED ON YOUR  

WEBSITE? 

Die Webseite "http://www.mail-art.de" <http://www.mail-art.de>  besteht 

zur Zeit aus drei  Bereichen.  

Der erste Bereich soll MA anhand von Beispielen erlaeutern und  zum 

Mitmachen anregen. Der zweite Bereich gibt allen interessierten Menschen die  

Moeglichkeit aktuelle MA-Projekte zu erfahren. Hier koennen aber auch  MA-

Kuenstler  Ihr MA-Projekte veröeffentlichen. Der dritte Bereich ist fuer  
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Quicknews rund um das Thema MA gedacht. Er enthaelt aber auch ein Guestbook 

und  die Credits. 

Es istt geplant in naher Zukunf die bestehenden Bereiche zu  optimieren 

und einen Bereich zu schaffen in dem die MA-Kuenstler MA-Bilder und  

Nachrichten hochladen koennen. 

The website "http://www.mail-art.de" <http://www.mail-art.de>  currently 

consists of three areas. 

The first area shall explain mail art through examples and invite to 

participate. The second area gives all interested people the possibility to  

experience current mail art projects. The third area is meant to cover quick news 

around the subject of mail art. It contains the guest book and the credits section. 

It is planned to optimize the existing areas in the near future, and to create 

an area in which mail artists can upload mail art images and news. 

---------------- 

chrishorstmann@web.de 

www.crispmedia.de <http://www.crispmedia.de>  
 

CARLA PATTERSON// CARLA CRYPTIC APRIL 17, 2002 

From Carla Patterson <cjatkins@socrates.Berkeley.EDU> 

To honoria <honoria@mailartist.com> 

Subject Re: did you get my survey? 

Hi, Honoria, 

You're getting close!  I'll cross my fingers that you graduate in December. 

:-) 
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Here's my electronic survey - I had done something for you in snail mail 

and will send that separately.  This way, though, no matter what happens with the 

mail, you'll have this. 

>1/ What kinds of mail art are you working on now? 

I check for mail art calls online at specific sites (e.g. Fan Mail, Ruud 

Janssen, Plexus: One World, and Dragonfly Dream) and send mail art to those 

which catch my eye and seem to be themes and deadlines I can handle. :-)  I also 

have a small group of mail art friends I've made over the years whom I exchange 

cards with regularly.  I tend to make post cards most often - usually original 

drawings, computer art, stamp art from my carved erasers, or photography (or 

mixture of these).  But, I've also done altered commercial post cards, decorated 

envelopes, and non-standard mail (balsa wood post cards, a mini quilt with the 

address sewn on, that kind of thing).  I also make artistamps. 

Currently, I have a mail art call going called Mail Art for Mom, deadline 

May 12th, 2002 to celebrate my Mom, who is also an artist (details are at: 

http://socrates.berkeley.edu/~cjatkins/cryptic/4mom.html ).  I sent out 

invitations by snail mail to people I regularly exchange with and sent email 

invitations to people who post mail art calls and to people I don't know well but 

whose email addresses I have from when we've both participated in other shows.  

After May 12th, I'll collect all the mail art my Mom received and make a book of 

it for her and prepare the documentation for all the participants and send it out to 

them.  I'll also put up an online show with all of the pieces, like some of my 

previous shows, still accessible online as far as I know: Women at the Millennium 
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(in which you participated) and Euphemisms for Marriage at 

http://www.btinternet.com/~g.a.patterson/mailart . 

>1/a What are you planning to do next? 

Working on some new artistamps - mostly anti war, pro peace stuff right 

now. I'm also revamping my website to more fully reflect my offline and online 

interests and that includes more mail art links. 

>2/ How do you use the Internet? 

To send out massive mail art calls in the US and abroad.  To check on new 

mail art calls I haven't heard about in other ways.  To post documentation on 

shows I initiate (although I also send out paper docs).  To see what other people's 

mail art sent and received looks like and other online shows.  To find out what 

mail art groups are forming, e.g. through yahoo groups.  To discuss and engender 

interest in mail art in groups which don't already know about it such as Cafe Utne, 

where I used to host the Arts conference and still participate as a member of the 

Cafe on a sometimes daily basis.  To post mail art calls. 

>2/a  Any plans for new Internet projects? 

Only the one mentioned above - the Mail Art for Mom gallery. 

>3/ What do you think mail art and internet communications have in 

common? 

Random access - there is no other way to meet creative strangers of like 

mind as well as through mail art.  It's even better than pen palling (which I've 

done since I was a child, and still do because I love snail mail and the written 

word) since you usually meet people who are like you in terms of lifestyle and 
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class through pen palling. Through mail art, you also meet people who are very 

different from you except that they also like to send art through the mail. 

I've used the internet to expand my reach in all areas, including mail art.  

Online conferencing, email, and electronic media have all added to the number of 

people of all backgrounds, races, nationalities, and lifestyle I can meet.  It's a 

fantastic resource.  

(As you may know, if you've visited my website, I even met my husband 

through the net - I also dealt with being really sick and needing a hysterectomy 

and healing from it through the net.  I collaborate with artists and musicians in 

other parts of the country and the world through the net as well.) 

>4/ What are the differences? 

In general, they are very similar.  The two differences are that internet 

communication is cheaper financially overall (once you're online - so you do have 

to have access to a computer and internet services) and allows more images and 

data to move between people faster.  This is not always a blessing, of course!  

When I was pen palling and doing mail art by snail mail only, there was a more 

organic pace to my life.  I didn't feel like I was being left out of anything or that 

there were way more things than I could participate in.  Now I feel that off and on 

a lot.  On the other hand, it's fantastic to be able to put up a mail art call in a few 

minutes on the net, at no additional cost beyond the initial cost of being online in 

the first place, and see mail art start arriving within a couple of days.  It's also 

great to see more of the art people make for a show - because of the cost of 

sending catalogs of shows, most people would only send lists of names and 
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addresses of participants. Quite understandably!  But, with the advent of online 

publishing, comes the chance to see the art that goes with the pseudonyms and 

that's priceless. 

5/What are your favourite mail art related websites? 

No answer 

>6/ What have you learned from your networked art experiences? 

That, like in all things, the net is a great tool for net working.  I like to 

collaborate with people and I can do that online and electronically with people 

who I'll never meet in person but share a lot in common with.  I also feel that the 

ability to share art with people you don't ever even know saw it (the people who 

go to sites and don't post in the guestbook or send email in response are many) is 

interesting.  The net has made it possible for the original dream of mail artists like 

myself, of having an international network of artists outside the gallery system 

seen by as many people as possible a potential reality.  It has also helped more 

people who don't see themselves as artists make art and fulfill that part of their 

genetic heritage.  I see art as a gift being human has bestowed upon us and I like 

to see that gift used and appreciated and shared in every possible form.  The net 

definitely adds to that. 

>What is your name, email address and please provide your permission to 

>quote your answers. 

My name is Carla J. Patterson, aka Carla Cryptic 

My email address is carlajp@uclink.berkeley.edu 
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I give you permission to quote me from this survey or any of my public 

writing on mail art (at my website, at Cafe Utne, in Yahoo groups, etc.). 

 

Good luck!  And please let me know when you've finished and if there's a 

way to access your dissertation at some point.  Thanks! 

Carla Cryptic 
 

JOURNAL BY CARLA CRYPTIC JULY   7, 2002  TO JULY 13, 2002 

JOURNAL kept from Sunday July   7, 2002 to July 13, 2002 

I'm starting to fully realize the impact of online  connectivity on my mail 

art. One problem is that it adds too many people  and steps to the process. I can 

see why people new to mail art are less responsive! There is so much more to do--

not just paper docs, online docs. Not only the people you can feasibly make 

contact with, but the people you come across at sites all arouond the world 

maintained by hundreds of online mail artists. Anyway, those are the down sides. 

The upsides aree that you get to finally show everyone who has net access 

complete mail art shows and people who can't afford the postage to do the docs 

for large shows can do web pages on free services.  One thing I love about the net 

is that I can have instantaneous contact with people anywhere on earth. I can self-

publish without being rich, and I can have both professional and informal 

relationships with people I've never met who live far away. 

But, when I did mail art totally by mail, with only the occasional meeting 

at a show or by accident, I spent more time making art and sending it to people. 

Now I seem to spend more time networking than making or sending out art(!) 
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I'm active in an online community called Café Utne which covers any and 

all topics  under the sun. Ive been there about 8 years and used to host 

conferences there in Artist, Literature, Body/Mind, Sex, and SF Bay. Created the 

culture and SF Bay conferences with different partners. 

Because of my background in, and passion for, mail art, I brought it with 

me to the the Café.  I like to turn people on to mail art who've never heard of it 

before.  The topics Eraser Carving, Creative Exercises for Artists, HMPC, Artist 

Trading Cards, and Artistamps  and others, are all ones I created and got off the 

ground.   

I've been trying to get people to realize that it doesn't have to be visual -- 

the writers I know won't participate because they don't see themselves as "artists."  

I've tried to  make mail art an experience which expands people's ideas of 

networking and communication. Also have tried to show people how easy it is to 

break down barriers of race, class, distance, culture, & attitude through mail art.  

Last, but not least, I've tried to incorporated mail art into all aspects of my life and 

vice versa.  So, my mail art call have tended to  be based on these goals.  "What 

do women want?" was part of a conference put on by Women's Studies at UC 

Berkeley in connection with preparations for the Beijing conference on Women in 

19?? 

'Woment at the Millennium" was another mail art show I co-sponsored 

with Women's studies at UC B, this time in 2000. Both of these got people who 

never heard of mail art really excited about it.  It was interactive, there were 

actual  openings and hundreds came to see the art -- many coming back more than  
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once so they could see it all.  The hits on the Women's Studies website jumped 

from dozens to hundreds  per week for several months untile the site was taken 

off the Women's Studies server, it continued to be a draw. 

Most people are amazed by the quality and quantity of the artwork, 

messages ent and thata it's all free and open to everyone and no censorship. 

My other shows are "Euphemisms for Marriage" which was held (the 

opening) at my wedding reception and "Mail Art for Mom" which celebrates my 

Mom's 75 years as an artist.  I've always felt we have to create our own niches in 

the world and the environments that we crave. I've used mail art to do this many 

times, many different ways. 

- To own myself as an artist; 

- To connect with a wider world 

- To share thoughts and feelings with others who maight understand or 

appreciate them (esp. non-mainstream things) 

- To create and maintain community 

- To break the ice in a new place or with new people 

- To bridge philosophical racial gender and other gaps between people 

- To celebrate art, creativity & diversity 

The ability to put on net gallery shows has increased the efficacy of all of 

these goals. Also I have found on the net, groups which were formed by others for 

similar reasons and feel it's a validation and helps me to feel less isolated as both 

an artist and a person with social and political goals and awareness.   

It's a subculture, counter culture, and arts experience all in one. 
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Mom…gave me her reactions as she went through the show page by page. 

She is really getting more out of it outline.than she did opening all the mail. I 

think the larger text and bright screen help her see details she missed.  Also the 

show format may speak to her better. She has never been a good correspondent or 

cared much for mail.  She is finally "getting it" about me and mail art, why I love 

it and I have participated in it all these years.  Wow! Who knew this would come 

of doing this show? Amazing. 

I think I should go online every other day--it's so seductive. I spend hours 

at a time online  instead of out in the sun or whatever else. 
----- 

To: artistamp@yahoogroups.com 

From: "Carla J. Patterson" <carlajp@uclink.berkeley.edu> 

Subject: Re: [AML] Digest Number 1295 <Sunday, July 7, 2002> 

The way I built up my sense of what mail art was all about was through 

snail mail exchanges predating the internet and, even though I use the net a lot 

now, I still think in the older terms often.  If you sent someone mail art in the pre-

internet days, your response quotient was about 95%.  So, it has been an 

interesting phenomenon for me to see that, since the arrival of the internet as a 

source of calls and exchanges, there seems to be a shift in what people are up for 

in terms of responding to unsolicited mail.  In fact, the snail mail art network (that 

which still exists but doesn't rely on the internet at all) is still more like what I 

used to experience all the time. There *is* no such thing as 'unsolicited' because, 

if you're a mail artist, you are soliciting mail from strangers by definition. Part of 

the thrill is that you never know who you are going to get something from or 
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when.  And one of the unwritten rules of that environment was that you always 

responded to everyone who wrote to you in some way - a sort of Mail Art 

etiquette. 

It's the same with postcard exchanges I've participated in through the net - 

when I did them pre-internet, people always responded to all the cards they 

received and one always sent cards to everyone on the list.  In the online groups 

it's very different - people tend to send cards to people they have something 

particular in common with or whom they like because of how they present 

themselves online. The one exception would be if you're hosting the 

exchange - then your receipt of cards goes back up to about 90%.  When 

you're just a member of such a group, it's more like 30 - 40 %. 

So, I'm curious what it's like in artistamp networking.  I have always just 

used artistamps on my mail art and only in the last 5 years or so did I realize there 

were separate artistamp networks.   But, then again, I had about 8 years when I 

wasn't very active in mail art outside of the few calls I put on myself since I was 

in a terrible job situation and working 60 hour weeks. 

Carla Cryptic 

http://socrates.berkeley.edu/~cjatkins/cryptic/ 
--------- 

To: artistamp@yahoogroups.com 

From: "Carla J. Patterson" <carlajp@uclink.berkeley.edu> 

Subject: Re: [AML] Digest Number 1296     <monday 7/8/02> 

I've been making major changes to my Website lately and have lots more 

to come.  I'll post when the artistamps section is up and running.   :-)  Finally got 
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the Mail Art 4 Mom gallery going - though there's still a little tweaking to do with 

the emails page.  Anyone interested, please check it out! 

http://webdisk.berkeley.edu/~grahamp/mailart4mom/ 

One of the best things about it is that it focuses on my Mom, who's 75 and 

has been doing art all her life.  It's a tribute to her for mother's day this year. :-) 

Thanks to everyone who responded to my 10% question - I think I must 

have phrased it wrong the first time around, though. I do mail art and would send 

it out to the whole world if I could without ever getting a single response or 

acknowledgement.  But, there are limits to what I can do physically and 

financially. :-)  I'm just curious about this because it seems to be something that's 

changing and I don't know whe ther it's the medium (internet connections rather 

than strictly snail mail), or the times, or a change in how people think about mail 

art,  or... myriad other factors I can't even guess.  So I ask. :-) 

Another thing I should have warned you all about is that I was raised by 

social scientists and was trained as one myself.  I'm a social anthropologist who 

focused on folklore in college. So, I am always trying to find out how and why 

people do what they do.  It's a pastime of mine. 
 

BILL PORTER LETTER BY POSTAL DELIVERY - DATED 10APRI12002 

Dear Honoria, 

Hi there! Many thanks for the great, plastic postcard you sent. You did a 

fantastic job on it. I hope your acrylic test on the plastic went well too. 

To respond to your "Clashing and Converging: Mail Art and the Internet" 

call, here's what I think: 
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1 The Internet is a marvelous tool for mail artists to get the word out 

for calls and/or other announcements with. It gives us expediency beyond 

compare. 

2 The Internet will not, nor should not, try to replace true mail art. It 

is a totally different vehicle. But while images can be transmitted either by 

placement on the web or via email, these images do not give true justice to the 

fine or subtle nuances of the art. Where art in general, and especially mail art, is 

created to be held, touched, and closely inspected visually - perhaps time and time 

again - the electronic copies make the works too impersonal. Mail art is personal. 

Either from the creators standpoint generally speaking as a reflection of them and 

their vision(s) or, as a personal communique to another human being. At least 

that's been my interpretation of it all these years. 

-3- The Internet can be a wonderful tool for documenting mail art, if 

used judiciously. Documenting for instance, as historical record for the masses 

and for Research purposes or, for comparative purposes. 

-4- The Internet can also be an augmentation to documenting mail art 

calls. But not replacing mail art call documentation. Again, personal interaction 

with a creative record documenting a call is the ultimate reward to answering a 

call. And from what I've been able to ascertain, the majority of mail artists 

respond more and better to hard copy than e-copy. This can even be evidenced 

right now via the conversations on Crosses.net regarding lack of documentation. 

The inventors - if you will - of mail art calls made follow-up documentation a 

product of sponsoring a call. This is a tradition. I am a traditionalist by nature and 
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thus take the responsibility of documentation in a timely manner to participants in 

a call, seriously.  

And again, forother reasons above, e-versions are no replacement for "the 

real thing." Even you noted in that Crosses.net conversation that mail-art-call 

documentations are a standard." Is mail art shifting away from this standard? 

Maybe so. Is it the right thing to do? No, I don't believe it is.  Look at the 

American schools system for example: taking the stance of lowering standards. 

What has it produced as a result? A young, replacement society that cannot spell, 

punctuate, or structure sentences intelligently when they are released from college 

today. You (I think) and I were taught these standards in Junior High school. Or 

more generically, just look at the SAT scoring situation. "Our children are not 

passing the SAT, let's lower the standards so their grades will be higher."  No, 

mail art is a tradition as well as a faction or personal statement. As an  institution, 

those standards should be cherished and protected. I for one refuse to lower my 

standards or sit id ly by while others try to shift standards to something less. 

5. Along those lines, the Internet has become a breeding ground for 

inexperienced (and non-traditional) people under the protective umbrella of 

"youthful exuberance" to go off 'half-cocked' with mail art and mail art calls. My 

analogy for this would be: once they've discovered mail art, it's like sex; instead 

of jumping in, going through life with their eyes wide open - they go through this 

period of life with their legs wide open. 

Irresponsibility leading to unwanted pregnancies and un-documented calls 

- or illdocumented, etcetera. What are we, as the wise, experienced instructors of 
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today teaching by not taking a responsible, paternal/maternal role in experiencing 

mail art with these siblings by correcting and guiding them? Instead of passively 

allowing the standards to be lowered - or otherwise altered because it's too hard. 

Or by merely accepting the fact that "life get's in the way?" As you suggested, 

plates can be too full. But there's still responsibility by and of all mail art 

participants. The Internet clashes with tradition, too much for me at least, in this 

regard. 

Before this dissertation begins to appear more like a rant than a rave, I'd 

better stop. So, getting back to the point more artistically, let me use one of my 

old cartoons which I've had converted to a rubber stamp speak for me. And until 

next time, I hope this finds you well and in the best of spirits... the mail art spirit. 

Keep up the good work with Plexus too. It's one of my favorites. 

REIN RAIN NEVERMIND 16 APRIL 2002 

I am still back on SKYWRITING.  Once I was writing a story about 

Tokyo during World War II.  It was so about the Emperor that I  became fearful 

of assassins.  The title: Skywriting over Tokyo.    

A friend then used that title for a poem.  The story never would have 

matched the levitations of the title.  The narrator was an American skywriter who 

was trapped in the Emperor's Palace for the duration of the water. The Emperor 

gave the toilet an aspirin every morning.  I was afraid that Mishima would kill 

me.  

That leads me to the palinode about the Purple Crows Niece, but I don't 

have the  
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strength.  

honoria <honoria@mail.utexas.edu> wrote:  

/dear rain rien, 

I'd like to ask you for permission to include the piece you have currently 

on ebay including the text description in a dissertation on the effects of the 

Internet on the mail art network.  Your auction performance piece is a most 

interesting example of Intenet intervention.  In addition to using your piece in my 

book I would appreciate it if you would complete the enclosed questionnaire.  If 

you have answered the questions under another name I thank you yet again. 

Grazie, 

honoria  

Rain Rein Nevermind responds 

WILLIAM S WILSON has written a glory-rush art-tickle about the rain 

rien ebay Bees there are swarms of them and none of them has been laid down ...  

Sew you can always address up and visit BILL or dress down and run a 

gound either way the boat sails at sunrise and dusk dives again  

1/ What kinds of mail art are you working on now?  

MAIL ART is DEAD. I have slides of a dead oppossum if you think of 

that as ART ? Time says: How DEAD is it? Woo Who May Wilson sent me a 

virtual realitea and sympathy.  

1/a What are you planning to do next?  

IS THAT a real question or a TARGET AD ?  

IS THAT a real WALLMART or a Stamp-heed ?  
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2/ How do you use the Internet?  

As a TOY because the Internet is a HOAX. There was a Ghost who 

appeared on TV Nightly and said "You have a telephone, so why do you need a 

computer telephone...You have MAIL so why do you need Email? I just don't get 

this Internet."  

Everyone is reflected everywhere because Light Travels faster than email.  

2/a  Any plans for new Internet projects?  

I keep looking forward to FOURTH D, FIFTH D, ETC. D  

Duchamp hinted at these and the Disclosure Project will make them 

eRosewell within reach  

3/ What do you think mail art and internet communications have in 

common?  

NOTHING. NOTHING is the KEY INGREDIENT TO MAIL ART  

and NOTHING is the KNEE IN FREE DENT TO INNER kNiT  

BooT THEM BOTH OVER A BURNING ROCKING HORSE  

AND LETS GET BACK TO BASIC IBM DADA.  

4/ What are the differences?  

IDENTICAL TWINS SEPARATED AT MIRTH LIKE  

Mel Gibson and Soupy Sales  

5/What are your favourite mail art related websites?  

TIM DRAGE or any Dr. Gameit  

5/a What are their URLs and a brief description?  
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google! THESE THINGS HAVE A HALF LIFE of 2 YEARS so by the 

time you look them up they have been Reassigned KNEW Globe-all Positioning  

6/ What have you learned from your networked art experiences?  

ART is like a kitten, it just purrs and rubs your leg to get your attention 

and then walks away with its tail up in the air.  

7/ Your name, email address and permission to quote your answers. 

Kindly send your responses to honoria@mailartist.com 

RAIN RIEN NEVERMIND @ rainrien@yahoo.com  

YOU HAVE My PerMISSION ACCOMPLISHED, if you add to and 

detach and send to:  

Anaconda Densheath  

John Held Jr. Who is Rein Rain? 16 April 16, 2002 

Rain Rein is an old mail artist circa 1971-1975. He used to live in Texas. 

A prankster likened to the Al Ackerman School of Agressesive Correspondance.  

He's been e-baying for the past couple of years, often in regard to Johnson. J. H., 

Jr. 
 

REINE SHAD JUNE 13, 2001 

ABOUT  YOU 

REINE SHAD 

- Your email address 

reine.shad@wanadoo.fr 

- Your postal address  
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ReineSHAd 

108 avenue de Paris  

71100 Chalon-sur-Saône 

France 

YOUR PERMISSION  

I give my permission to use my responses to the questions on this form in 

honoria's (Madelyn Starbuck's) University of Texas at Austin doctoral dissertation 

data and published dissertation that will be printed and posted on the EMMA 

website.  

Yes  

I am interested in being contacted for a personal follow up interview about 

comparisons between Mail Art and Internet artistic issues.         

Yes 

YOUR ONLINE ACTIVITIES 

How many years have you been involved in the Internet? 3/4 years 

If you have a website that includes Mail Art what is the URL? 

http://mailart.fr.st 

What aspects of mail art are featured on your website?  

I try to put all the thinks I find about mailart in french for french people 

RESEARCH QUESTIONS 

1. How did you first become involved in mail art?  
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I am artist, and mail art is interresting me because it is an exchange and a 

surprise. The first exchange was with a friend of me, artist too. I found other 

mailartist on the web. 

2. Describe your personal current and future directions as a mail artist. 

Active, fresh, new and néo, mailart in 2001-I work about differents thinks 

: esthetic, politic, liberty 

3. Describe your personal current and future directions using the Internet. 

Internet if for me a communication tool for the network- i want to developp 

my website, make an global archive in french. 

4. Please describe similarities in mail art and Internet networking systems, 

strategies, and values. 

Communication, exchanges, liberty (at the start of the net) 

5. Please describe differences between mail art and Internet networking 

systems, strategies, and values. 

Mailart is, for me, reality, not only "cyber", sometimes, cyber means 

cold... 

6. What do you think are the general directions of Mail Art now and in the 

near future?  

I don't know, maybe mailart is going to die, in is actually form, sometimes 

mailart is not interresting...I would like mailart in countries where there is not 

internet like india and africa. 

7. What do you think are the general directions of Internet networking 

now and in the near future?  
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Internet maybe 's going to be like phone : you CAN have not phone...but 

there is still people without phone, food, water..and internet.  

8. Please provide the URLs and a brief description of your favorite mail 

art related website(s). What do you appreciate about the site(s)? 

all I can find about it, specially the big one, like dragonfly, phi.lu...I like 

the website when it's not die... fresh news...fresh calls !!! 

9. What have you learned from your networked art experiences? 

Nothing, ecxcept that my english is VERY BAD (please correct it)... 

Thank you for your snail mail art peace for my bathroom project, I will 

make a booklet at the end of the year.... 

I would like to have a lot of money to make a world factory of mailart, 

free for everybody and to edit a lots of free books and zines about mailart ! 

"ADDON" INTERVIEW IN FRENCH JUNE 27, 2001  

addon interview.....in french !!! 

J'ai reçu votre interview par courrier. Je suis soulagée de voir que je peux 

écrire en Français. Il me permettra d'affiner ma réflexion autour de votre projet. 

En effet, mon anglais est un peu limité. 

Je reprends donc les 9 questions, en développant un peu.... 

1/ ....j'ai un peu du mal à me souvenir comment je suis venue, il y a 

plusieurs années à échanger des courriers....J'ai dû croiser l'art postal dans mes 

études à l'université d'arts plastiques à Paris....C'est le besoin de faire circuler mon 

art, ou du moins de créer qui a dû me pousser à envoyer des choses. Au début, 
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c'était entre amis artistes ou étudiants.  Et en fait, la documentation je l'ai trouvée 

sur internet ! Des adresses d'artistes, un premier envoi.... 

2/ Le mail art est devenu ma seule pratique artistique, du moins, je créee, 

avec ou sans sujet, et j'envoie, je joue avec la poste, les idées du réseau, les 

différents styles....J'essaye aussi de regrouper un maximum de documents en 

francais....le plus beau cadeau qu'on puisse me faire ? me fournir des documents 

traduits !   Au fur et à mesure que j'affine ma recherche, je découvre l'immensité 

des pratiques. 

3/ Internet est plus un outil d'information qu'un outil de création. SAuf si 

on considère l'art postal comme une pratique contemporaine uniquement liée à 

l'acte de communication ou d'échange, ou la forme perd son importance. Je 

préfére toucher. L'idée de voyage, transhumance d'une oeuvre, la necessité d'aller 

faire peser, oblitérer est importante pour moi dans la démarche postale. Internet 

me permet de nouer des contacts, d'informer, puis les échanges se font par 

courrier traditionnel. En france, les documents sont dispersés, et mon site est le 

premier à en faire une petite synthèse. 

4/ Comme je disais plus haut : évidement, l'idée detoile, réseau, rejoint 

celle des groupes d'artistes qui s'échangent des courriers. Avec la même idée 

également : celle d'un cercle fermé. Les groupes s'écrivent entre eux, des cercles 

ouverts et fermés à la fois. Dans certains pays. INternet, c'est loin d'être partout. 

Tout ça c'est l'affaire des pays riches en fait.  

Internet, c'est un groupe de gens gras et blancs !! 
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5/ L'art postal coute moins cher, et puis il y a des réseaux d'artistes postaux 

qui ne sont pas connectés au web. Tout se passe par courrier. Si on pouvait faire 

passer les infos, tout le monde pourrait participer. 

voilà pour les ajouts.............. 

i will try to translate for french people your report !!! 

ReineSHad is an artistic pseudo concept  

INTERVIEW FROM REINE SHAD TRANSLATION 

Translated by Melanie Levy 

I received your interview by mail. I was relieved to see that I could write 

in French. It allows me to refine my reflection on your project. Really, my 

English is very limited. I’ll revisit, then, your nine questions and develop them a 

bit. 

1/ I had a bit of trouble remembering how I started, it’s been many years 

of exchanging mail…I touched on mail art in my studies at the University of 

Plastic Arts in Paris. It’s the need to circulate my art, or at least to create, that 

must push me to send things. In the beginning, it was between friends, artists, or 

students. And also, the documentation I’ve found on the internet! Addresses of 

artists, a first sending point…. 

2/  Mail art has become my only artistic practice, at least I believe, with or 

without subject, and I send, I play with mail, the idea of networks, the different 

styles…I also try to collect as many pages in French as I can. The best gift 

someone can give me? Give me translated pages! Progressively, as I refine my 

research I discover the importance of practice. 



 428 

3/ The internet is more of an information tool than a tool of creation. 

Except if one considers postal art as a contemporary practice uniquely tied to the 

act of communication or exchange, where form loses its importance. I prefer to 

touch. The idea of travel, the migration of a work, the necessity of going to be 

weighed, postmarking, to me are important steps in the postal process. The 

internet lets me establish contacts, to inform, beside exchanges that come about 

by traditional mail. In France, pages are dispersed, and my site is the first to do a 

little bit of bringing it all together. 

4/ Like I said above, evidently, the idea of netting, of networks, connects 

this to the groups of artists who exchange mail.  Equally with the same idea: that 

of a closed circle.  Groups write between each other, circles open and close at the 

same time. In certain countries. The internet’s far from being everywhere. Really, 

it’s just the business of wealthy countries. The internet, it’s a group of fat white 

people! 

5/ Postal art is less expensive, and also there is a network of postal artists 

who aren’t connected to the web. Everything happens by post. If you can have 

information passed along, everyone can participate. 

that’s it for the add-ons -- 

LATRAVIATA MARCH 27, 2002 (SHAUNA L.  DER) 

Date Wed, 27 Mar 2002 14:25:50 -0800 (PST) 

From la traviata <wigglypiggly25@yahoo.com> 

1/ What kinds of mail art are you working on now? 
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Giraffe stuff, crayon, construction paper, every day material like straws, 

anything that catches my fancy.  I also do a lot of collaging.  I am experimenting 

with 3-D collage.  I answer calls that appeal to me.  I have experimented with 

water-color, poster paint, rubber stamps and will make more ATCs and 

artistamps.  

1/a What are you planning to do next? 

I'm not entirely sure yet.  I have this idea I want to do a "Griffin and 

Sabine" type project with someone.  Perhaps I will post it on LJ Mail Art. 

2/ How do you use the Internet? 

I use it every day.  I was a live journaler before a mail artist.  Oh sure, I 

have always been interested in art and considered myself to be someone with a 

keen sense of design and balance.   

2/a  Any plans for new Internet projects? 

I might try out more sites besides LJ.  I am interested in postcardx.net 

right now. 

3/ What do you think mail art and internet communications have in  

common? 

I think it has helped the "revolution" of mail artists greatly in the sense of 

faster communication.   As more and more people email, more and more people 

long for the old-fashioned mailed item.  If anything, I think the internet will spur 

more creative juices. 

4/ What are the differences? 

Obviously, there is a lack of creativity in just 
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typing an email.  However, I think artists might scan their work or create 

more digital work to be displayed online. 

5/What are your favourite mail art related websites?  

I don't really have any.  I have explored some via the LJ website but 

otherwise, I have been rather limiting myself to one forum. 

5/a What are their URLs and a brief description? 

N/a 

6/ What have you learned from your networked art 

experiences? 

I have learned there is still a lot of bad art.  Well, I don't want to be mean 

but I can see the difference between a novice and an experienced artist.  I don't 

necessary mean to be the critic however.  I appreciate anyone's efforts.  Bad art 

can be good art though in another one's eyes. 

7/ Your name, email address and permission to quote your answers. 

Kindly send your responses to honoria@mailartist.com 

Please use my mail artist moniker, latraviata.  The email address is 

latraviata@livejournal.com and you may use my answers. 

In the postal delivered version: 

Shauna L. Der sent colorful envelope with orange paper with collage of 

yellow and black cut outs and two pages of answers to questionnaire. 

3628 Cogswell Road, B 

El Monte, CA 91732 

And a note: 
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The envelope was altered from a postcard I received. I am not a Christian 

and it had bothered me that the other person assumed I was. To me, this is 

probably one of the best things about mail art -- there are no rules, just art/play. 
 

JULIA TANT FEBRUARY 15, 2002   

You  asked me what mail art I am doing now?  Well, currently there is a 

large exhibition of Maill Art at our local library, here in Herne Hill put together 

by Marth Aitchison of the Shopping Trolley Gallery and myself.  The exhibition 

is in fact three: one based on "Apples," one called "Ex libris" and the other is 

"Millennium." Martha has also included her latest shopping trolley.  Our library 

"The Carnegie at Herne Hill Road, Herne Hill, London, SE24, has a large gallery 

created by some local women who, with thir children, use the library weekly. 

I am not yet doing any mail art on or from the Internet.  as I have l been 

using a computer that long, and so haven’t gotten into the swing of that yet!   

Personnally I like sending art through the postal system, and if I do 

eventually do art on the computer I shall probably print it out and send it by the 

general postal system. 

I’ve not been to any mail art websites, perhaps you can tell me about them 

and I will find myself.getting into it too. 

Miss Julia Tant 

3 Kestrel Avenue, London SE24 0ED, England 

julia@tant.fsnet.co.uk 
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PHILIP VAUGHN-WILLIAMS AUGUST 18,2001 

Hello there  heres a rapid badly typed instant reaction to your 

questions………….so sorry that its taken me months to get round to 

respond…hope that it is of some use still!!! 

Philip vaughan-williams / jcsynthetics uk 

I have been involved in mail art networking for 5 years………I was 

introduced to it during my first year of degree studies by mail artist michael 

lumb…..i have however made works of art using the postal system before this 

I have been working in mail art online for around two years……..using a 

computer in the public library for emailing mail artists for the duration untill I 

bought my own pc about 5 months ago.i use this for email and limited exploration 

of mail art web sites and message board 

1. I first became involved with mail art network as a result of a lecture that 

michael lumb gave while I was at college…..primarily about book arts   he 

showed books received via mail art…then an address list was issued…I sent 

postcards to a few addresses…then got hooked! 

2. currently I am running a couple of ongoing postcard 

projects………postmark poetry and three post.i intend to keep these going as long 

as I am involved ……which I guess will be a longterm involvement! 

I also have for over a year taken over the assembling of bric a brac an 

artist assembling through mail art….and a great way of networking 
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I intend to keep comunicating with snail mail through postcards and the 

instigation of projects as well as responding to projects as I enjoy the tactility that 

it provides 

3. I also email frequently using email as a rapid way to communicate with 

artists for information exchange and also for add to and pass images in a digital 

format 

I would hope that I should use this more and more to exchange images and 

information related to mail art   but as an accompanyment to the tactile mail art I 

receive through my letter box! 

I guess also at some point I shall set up a web site…….probably to 

doccument projects and to give acces s to my archive 

4.similarities..well its all still using a postal system all be it two very 

different types……….i also have found that the reaction to email has been similar 

to that of the introduction of photocopy to mail art………….should it be used   is 

it pure………in  y oppinion it is a valid development and if mail art is to survive I 

think that it should take on board new developments and evolve to what we are as 

a society….however we should be carefull of not letting go of some of the 

fundamental principals and the spirit of mail art itself 

5. the main visable difference in electro and snail mail is the level of 

tactility and poetry…there can be less tactile sense in printed email attatchments 

indeed no real tactility on screen………though in saying that it is the difference 

that I feel is importand  can the differences not support and one 

another.highlighting the inherent qualities that each method of mailing has 
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6. the direction of mail art is well in terms of the post I get through the 

letter box…..treading water to a lesser extent…..i should imagine that all avenues 

of exploration have a t some point been taken……..the direction forward I believe 

to be with the electronic mail…moreso the interaction between the digital and the 

tactile……..testing th space between the pc screen and the coffe mug on the desk 

top……….how can they interact..and what grey area is there..have we created the 

grey area even between the two mediums? 

7. the directions of the internet in the future for me is almost impossible to 

comprehend……………let me suggest my hopes for it though………..i wish it to 

be a place where we acan continue to go and exchange information and 

learn………also that we can use developing technologies to communicate 

electronicaly in more and more effective ways……….i hope that this can be 

happy for us all and that amongst the technological blanket we do not loose sight 

of our humanity and spirit 

8. I have no url at present……..do like visiting sites that have facility for 

posting messages   so I can read up to the moment responses to what is going on 

within the mail art network………….i even contribute on rare occasions!!! 

I realy appreciate the sites where message boards are used more frequently   

that way interesting debate is allowed to happen 

9. I have learned that however developed we have become  we are still al 

rather lonely ..its simply nice to receive an email or letter from someone…it 

allows you to feel not so very alone and also that you exist not only as a mass in 

your living room but in the minds and hard drives of other simmilar people 
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Jcsuk 

Jc synthetics 

Philip vaughan williams 

Jcsynthetics@hotmail.com 

Jcsynthetics@btinternet.com 

Flat 1 

66 orford street 

ipswich  

suffolk 

ip1 3pe uk 

best wishes phill xx  
 

BILL WILSON INTERVIEW AUGUST 17,  2001 

Here's a first version: I'll add and subtract, and respond to comments and 

questions: Bill  

Honoria: I am responding at odd angles to your questions because I don't 

fit the profile of a mailartist, yet I mail an enormous quantity of stuff that I 

wouldn't be sending if I didn't have my history with Ray Johnson.  Yet I still feel 

more an interested observer than a mailartist, but with experiences dating to 1956, 

I'll let you decide.  As a duck-billed Platypus among mailartists, I don't think that 

my information belongs in any statistical summaries, for I am too anomalous. 

However I am going to fill in as well as I can, on the theory that I may enter into a 

one-question-at-a-time interview conducted via email or snail mail with you. I do 

think that at an angle to the history of mailart should be noted its occasional 
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offshoots, as for example, my daughters, who would not mail the material they do 

among their friends if they had not grown up with mailart activities in the 

foreground of the lives of their grandmother and their father.  The fist "Please 

send to" that I actually noticed ocurred in July 1962 when  their grandmother, 

May Wilson, hand-delivered a piece of paper on which Ray had typed, "Please 

send to Kate and Ara Wilson."  Ray's influences continue within networks, yet 

also are at work in separate enclaves, like the mailings of John Willenbecher.  

YOUR PERMISSION  

I give my permission to use my responses to the questions on this form in 

honoria's (Madelyn Starbuck's) University of Texas at Austin doctoral  

dissertation data and published dissertation that will be printed and posted 

on the EMMA website.  

_x_Yes  

I am interested in being contacted for a personal follow up interview about 

comparisons between Mail Art and Internet artistic issues.  

_x_Yes  

1. HOW DID YOU FIRST BECOME INVOLVED IN MAIL ART?  

I met Ray Johnson in autumn of 1956.  He said nothing about taking my 

address.  At the suggestion of Norman Solomon I mailed something to Ray, he 

responded, and we continued to communicate by mail until late 1994. I regarded 

what Ray mailed to me as art, but after a few flops at designing something visual 

to mail to him, grasping that I couldn't do anything like what he was doing, and 

judging that what he was doing was visual art, I focussed on responding with 
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materials bearing upon images and ideas in whatever he had mailed to me.  He 

made the aesthetic judgments which I tried to support with practical judgments, 

figuring I couldn't be artistic but I could be useful. I did not regard what I was 

doing as having an aesthetic dimension. Ray would send a small collage, for 

example with a row of children, and so I would return an envelope with several 

clipped pictures of people or animals lined up in rows, but those clippings and 

photographs were not glued down in an arrangement. Ray soon decided that 

instead of his designing a collage, he would assemble related images, often 

repeating a particular image so that it became a motif carrying familiar themes.  I 

judged that I had inadvertently had an unfortunate influence. My regret was that 

while I received envelopes for almost the next four decades, I received only a few 

finished collages, having inadvertently demonstrated to Ray a simpler and faster 

method of gathering and mailing images on a single theme. However, without a 

simpler method, he could not  construct a network, as he began seriously to do 

after that July of 1962, if he thought that he had to mail to everyone a finished 

collage.  At least by the time Ray constructed a network of myriad people, he was 

able to mail so much to so many by attending to the meaning of the image, and to 

a quality of the envelope, among other visual and verbal clues and repeated 

motifs, but not to attempt a formal collage.  Again: Ray didn't feel that he had to 

work as hard on his mailings as he did on his collages, and of course his rapid 

responses would not have been possible with complete collages.  

Now, about forty five years after meeting Ray, I try to respond aptly to 

mailart, while not presuming to attempt anything I would regard as art. I realize 
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that I have conservative interpretations and am hung up on uses of the word "art." 

Yet  Ray also differentiated art from what he termed an "art-activity." By the early 

1970s he seemed to judge the mailart he received as more an "art-activity" than 

"art." I mention this terminological problem which is my problem, with no 

implications for anyone else.  I have no objections to anyone calling anything 

mailart, though often I wish that the person would have had aesthetic experiences 

which would suggest other, perhaps stricter, criteria than seems to be in use.  

However in my experience, compared to a person beginning painting on canvas or 

sculpting in stone, a person working and playing at mailart can express the self of 

the person from the beginning with choices of images and of materials.  A self-

conscious person could learn much about that person's self by studying the style 

of mailart that just seems to come naturally -- the choice of and placement of 

stamps, the size and color of an envelope, the location of a return address.  

Someone can think, "I am I because my mailart is consistent in its materials, 

methods and themes, expressing me without my having prepared anything as self-

expression." What Ray's art meant for me was a continuity in spite of the episodic 

nature of the postal system.  Across decades, with interruptions in 

communication, he did not lose the theses of his visual conversations.  He mailed 

images with his continuity of visual thinking in spite of the discontinuous episodic 

delivery of the mail, and continued to weave continuous threads across spreading 

decades. My "mailart" was pretty much confined to sending Ray images, visual or 

verbal, some of which could belong with the governing image from a mailing or a 

collage from a decade or more earlier.  When Ray met a person, it was as though 
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he established a few visual and verbal axioms about that person's identity, and 

then he would mail a visual theorem founded on those original axioms.  The unity 

such mailart, continuous themes, with variations in the motifs, is, in my 

experience, not like the unity of a coherent single composition, whether a 

painting, a novel or a film.   Mailart has discontinuities, and the success of Ray's 

mailart for me is in getting continuities of thought and of feeling to stretch over 

the discontinuities.  I might get from or send to Ray an image that we both would 

recognize as an image we had focussed on together in 1957.  Occasionally Ray in 

our communications comments on the coincidence when we associate the same 

photograph, in the late 1980s, with "Water is Precious," a collage which he gave 

me in I think 1957.  The image that occurs to me for his structure is that of a 

floating web, or of a self-supporting suspension bridge, but neither image quite 

catches his structure.  The structure of his mailart network grew stronger as it 

grew larger, like Kurt Goedel's Theorem.  The structure was not built upon a 

ready-made foundation, but insofar as the image of foundation is at all relevant, 

the floating network retroactively or retrospectively built a foundation under 

itself.  However maybe it's time to stop thinking about foundations -- I think it is. 

In my other mode, I mailed to him or handed him envelopes of materials I thought 

that he could use in his work, but even if I mutely mailed him a book with no 

comment, I was inserting that book into a conversation by correspondence as an 

elaboration of a theme that had alive in communications between us, and which 

could be revived. In his hands, it was as though a glass of flat champagne 

renewed its effervescences.  Ray, always distressed by sick, wounded or dead 
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animals, enjoyed bringing inert objects, ideas and images back toward life, even 

as he avoided deadening people and situations.  Mailart always might be 

supplemented and complemented by a phone-call or a visit which continued a 

motif that was percolating in the mailart. In his final phonecall on January 13th,  

about 4pm, he told me that he was preparing to do an important mailart event. 

Ray began the relay of images from one person to another person that is the 

founding act and the founding principle of mailart as a network.  He constructed 

his network with his methods of linking people through linked visual and verbal 

images.  That network has evolved from within, spreading across continents in a 

rhizomatic growth that occasionally sends down deep roots.  His methods of 

relaying from person to person seem to have receded, yet if the mailart network 

transposes in part to a fax network, or transmogrifies into an Internet network, 

then the origins of those networks will still derive from Ray's work.  None of the 

precedents in mailart, not an artist decorating an envelope to mail toward a friend, 

or someone composing with an arrangement of stamps of different colors, 

constructed a network of people communicating with friends and strangers with 

objects inserted into the postal system.    

3. DESCRIBE YOUR PERSONAL CURRENT AND FUTURE 

DIRECTIONS USING THE INTERNET.   

I use the Net mostly for research, sometimes for entertainment; and I post 

notices on the Mailart messageboard, and on the Marcel Duchamp bulletin-board.  

I write and receive many e-mail messages about art, but haven't found an aesthetic 

of the Internet.  That is, I haven't used the machinery and methods of the Internet 
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as expressive of feelings, communicating obliquely through the indirect means of 

an aesthetic physical expression, rather than an explicit prose discursive statement 

that is not affected by the material medium in which it is transmitted.  I do play 

games, experimenting, but so far I have found no way to alert a recipient to the 

points of the text that seem to me to have an aesthetic dimension (if only because 

those points aren't necessary for practical communications).  

A minor point important to me for my strategies in preserving Ray 

Johnson's values and meanings as well as I can: if and when on the Internet I see 

something that seems grateful to or sensitive to the work of Ray Johnson, I often 

mail something related to Ray -- not mailart, but perhaps postcards made from his 

collages.  Occasionally I send a catalogue.  I have since the 1950s preferred to 

think of myself as offering materials to other people for their possible use. Even 

my long written statements on a messageboard are intended not as conclusions, 

like an end of thinking, but as possible raw material that other people might make 

use of in thinking their thoughts.  My criterion has been use, much more than 

aesthetic amusement, if only because I do now see how to control visual 

expression in a message sent electronically. I feel tilted a bit  toward the verbal, 

since my words can convey my actual thoughts at the moment of writing, 

regardless of the visual appearance on the screen. In the light of my theme of 

usefulness, your proposal to use some of my ideas or words pleases me as the 

fulfillment of my intentions to be useful.  Recently I check the messageboard 

frequently, but I find little that is information, I find few traces of conscious 

thinking about mailart activities and themes, so was glad to see your posting 
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today.  I am a failure at "small talk," so don't attempt to chat.  An oddity is that I 

have received private e-mail responses to postings which have received no 

response on- line.  Every move like that between the public and the private is 

significant, but of what?  

4. PLEASE DESCRIBE SIMILARITIES IN MAIL ART AND 

INTERNET NETWORKING SYSTEMS, STRATEGIES, AND VALUES.  

5. DESCRIBE DIFFERENCES BETWEEN MAIL ART AND 

INTERNET NETWORKING SYSTEMS, STRATEGIES, AND VALUES. 

Mailart is fully sensory, while the touch of keyboards and the sight of screens, 

with humming and occasional beeps, can be such a sensory deprivation that I 

reach for peanuts to engage my senses.  A friend told me that she cannot be on-

line without a cup of tea, and has spilled three into her keyboard. Mailart can 

engage visual, tactile, and aural senses, and perhaps taste and smell could be 

involved.  Folding and unfolding a piece of paper involves energy that manifests 

as a sound, albeit a quiet one, but I know that the sound is there, and can listen for 

it.  Anyway I open envelopes noisily.  The radical difference is that the Internet 

networking is closer to a sensory deprivation experiment than to a visual and 

tactile feast for up to five senses.  Even the sound of opening an envelope can feel 

significant or expressive, even if the significance is as difficult to explain as the 

expression is to explicate. Using a hand to open an envelope cannot be 

mechanical, while typing at a keyboard is mechanical for a trained typist, with the 

oddity that while the postal system can seem antiquated and obsolete, the 

mechanical typing inefficiently preserves its past, for I was trained on a keyboard 
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devised so that letters would not collide and stick together -- although the 

computer keyboard does not move the letters on a collision-course.  A postcard 

can be touched and lifted onto a mantelpiece, entered into an arrangement of other 

objects and souvenirs, or used to mark one's place in a book.  I can't use Internet 

art to mark my place, or even to jot down a phone number when other paper is 

being elusive (the catalogue of William Burroughs material published at Ohio 

State University, John Bennett, Curator, describes an epistle from Ray Johnson 

which Burroughs has used to jot something down).  A recipient can choose the 

one perfect spot on a bulletin-board, as May Wilson when living in NY had a 

bulletin-board on which she tacked mailart in an on-going flexible and fluid 

compositions (photographs exist).   

The Internet Network needs to work out a phenomenology of the 

computer, its sights and sounds, and perhaps the touch of the keys.  I think that 

the unique space of the computer screen is a potentially expressive medium or 

visual location, but I haven't a clue about how to use it.  The spacing in a message 

is as likely to alter as not, so that familiar methods of visual composition become 

uncertain.  The most sensory messages I have received have been the few that 

have made me laugh, but that response, my impression, is no certain evidence 

about the message, the content of the other person's communication.  The 

challenge for an aesthetic of the Internet is huge, but the materials and methods 

are severely limited.  Another problem may be about standards of taste, for the 

freedom of the Internet for many people is a freedom from judgments, hence 

collective or communal standards are unlikely to develop.  "Anything goes" for 
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me is disastrous, but I can't imagine the principles on which rules of and standards 

of aesthetic taste would be founded.  And who would agree to them?  So many 

people use the Internet to vent resentments and frustrations that many sites 

become toxic-waste dumps all too quickly. I do not understand the uses of the 

Internet for fraud and deception.  A theme of art is trustworthiness, aesthetic 

reliability.  Ray's collages were aboveboard.  

Bill Wilson  

458 West 25th Street  

New York NY 10001-6502  
 

REID WOOD/STATE OF BEING INTERVIEW JANUARY 14, 2001 

Dear honoria, 

It was good seeing you again in Columbus. It's taken me a while to get 

around to answering your questionnaire, but if you can still use the information 

feel free to. 

Best wishes, 

-Reid 

-- Reid Wood (State of Being) 

reidwood@oberlin.net 

Contact Information: 

 Mail Art name - State of Being 

 E-mail address - reidwood@oberlin.net 

 Postal address - 271 Elm St., Oberlin, OH 44074 

 Phone number - 440-775-0876 
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Permission To Publish My Responses: 

 Yes, I give my permission to use my  responses to the questions on this 

form in honoria‚s   (Madelyn Starbuck‚s) University of Texas at Austin 

doctoral dissertation data and  published dissertation.  

Reid Wood (Stateof Being) 

 Yes, I am interested in being contacted for a personal interview about 

comparisons between  Mail Art and Internet artistic issues.  

Reid Wood (State of Being) 

Past Experiences In Networking Art: 

 I have been involved in Mail Art for Almost 20 years; I began in 1981. 

 I have been involved in Internet-based Art for about 5 years. 

 I do not currently have a website that includes mailart; although, I may be 

setting one up in the near future. 

Present Experiences In Networking Art: 

I continue to send out mailart through the postal system. I correspond with 

a variety of   individuals, and I participate in some of the mailart shows for which 

I receive calls. 

Via the Internet I send and receive images, and I have had some long term 

projects which I   have done with Karl Young for several years. One 

of the projects is documented at: 

 http://www.thing.net/~grist/l&d/biennial/b-w-y.htm 

 I also receive some mailart calls via e-mail, and I go to some web sites to 

view and interact. 
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Research Questions: 

1. Values. I think they have certain values which overlap. The desire to 

have contact and interaction with others is present in both. Mailart tends to 

function on a more intimate level, and some feel the technology of the Internet 

gets in the way of the sort of more intimate contact that can/should take place. 

2. Attitudes. There are a lot of similarities in terms of the desire to make 

contact possible (I see a kind of idealism in both spheres); however, the way the 

economic realities of the Internet have developed contradicts the initial hope for 

an open and essentially free way of interacting. 

3. Similarities. A desire for free and open interaction, a breaking down of 

boundaries and hierarchies. 

4. Differences. The economic realities which changed the Internet (the fact 

that it is still more difficult to have and maintain computer access, as opposed to 

buying stamps and sending mail). 

5./6. Personal direction. I will continue to send mailart, and I will continue 

to participate in Internetworking. Both have something to offer, and I want to 

continue to pursue ways of using the Internet that are in the spirit of mailart 

originally. 

7./8. General direction. I still see possibilities in both, but it is a very 

different world we live in than 20 or 30 years ago. 

9. What have you learned? I have learned that there are wonderful 

possibilities for creation that are available through collaboration. 
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SEAN WOODWARD INTERVIEW MAY 30, 2001 

planetdada@seanwoodward.com 

Hi Honoria, 

As promised. 

Sean Woodward 

www.seanwoodward.com 

Sean Woodward aka Planet Dada 

YOUR PERMISSION  

I give my permission to use my responses to the questions on this form in 

honoria's (Madelyn Starbuck's) University of Texas  at Austin doctoral 

dissertation data and published dissertation that will be printed and posted on the 

EMMA website. 

Yes 

I am interested in being contacted for a personal follow up interview about 

comparisons between Mail Art and Internet artistic issues. 

Yes 

PLEASE DESCRIBE YOUR ONLINE ACTIVITIES 

How many years have you been involved in the Internet? 

Six years. 

If you have a website that includes Mail Art what is the URL? > What 

aspects of mail art are featured onyour website? 

PLANET DADA STUDIOS 

http://www.geocitites.com/planetdada 
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PLANET DADA CENTRAL http://planetdada.tripod.com 

MY ARTISTAMPS http://jump.to/DragonMail 

191 MAILART ASSEMBLAGE ZINE 

http://welcome.to/191Online 

The websites feature digital artwork that I have created for mailart projects 

both traditional and online. It also acts as a showcase for projects I have instigated 

such as Masks Mailart, Dali‚s Pockewatch and the Free Panchen Lama project. 

1. How did you first become involved in mail art? 

I was surfing the net and came across Global Mail and Jas Felter‚s 

Artistamp site. 

2. Describe your personal current and future directions as a mail artist. 

After an initial immersion into the genre I have found the initial freedoms 

granted by no critical acceptance of artwork as being no longer a liberating 

experience and am striving to expand my art into traditional fields. 

3. Describe your personal current and future  directions using the Internet. 

The ability to use the Interenet as a publishing vehicle means that the 

production of documentation for projects is a lot easier and it therefore 

encourages their creation. 

4. Please describe similarities in mail art and Internet networking systems, 

strategies, and values. 

The freedom of mailart participation echoes the original open strcuture of 

the web and its inter-relatedness. 
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5. Please describe differences between mail art and Internet networking  

systems, strategies, and values. 

Mailart is essentially a tactile, paper based artform which makes use of the 

traditional postal systems to convey its intent. 

6. What do you think are the general directions of  Mail Art now and in 

the  near future?  

I believe there is a danger that quality is forgotten in the desire to be 

immersed and responsive to the demands of other mailartists. As Ruud Janssen 

has pointed out in some of his mailart newsletters,there comes a point financially 

where it is just not possible to respond to all the receieved material. With net-

based initiatives this is made a little easier. 

7. What do you think are the general directions of  Internet networking 

now  and in the near future? 

As the net expands its influence it will continue to act as a universal 

village. Whilst low telecoms charges are the key to this development in many 

countries not favoured with the US‚s free local call tarrifs, the access to a wealth 

of information drives forward demand. There are many countries, such as Peru, 

where internet cafes are proliferating as people discover the potential to expand 

their knowledge. Whilst there are negative aspects to this access to information, 

mail art demonstrates the positive use of the communications medium. 

8. Please provide the URLs and a brief description of your favorite mail 

art  related website(s). What do you appreciate about the  site(s)? 

- Jas Felter‚s Artistamp Muesum - 
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http://jas.faximum.com/jas.d/jas.htm 

The encyclopedic nature of Jas's collection 

- Ruud Janssen - www.geocities.com/Paris/4947/ 

The newsletters and real- life painted enve lopes of Ruud 

- Zena Zero - http://home.planet.nl/~tineds 

Artistic interpretations of projects 

9. What have you learned from your networked art  experiences? 

Not to be afraid to experiment with art, to find the inner expressions and 

express them. To dive into collage and montage and the re-appropraition of 

materials. Whilst the Duchamp school seems to be enveloping western artistic 

expression it also caused me to go out (via photography) and find my own source 

material to manipulate. The unlooked for arrival of 

mailart through the letterbox is initially a great experience, especially with 

quality projects.  

ZENA ZERO 

1.     What kind of mail art are you working on now? 

1/a.  What mail art are you planning next? 

Yesterday I just started a new mail art project.   

The way to a man’s heart is through his stomach is the translation of the 

Dutch saying  "De liefde van de man gaat door de maag." A while ago a small 

newspaper article caught my attention. It was about a German cook in Namibia, 

Africa, who had slaughtered his beloved wife and cooked parts of her in the oven. 

Again reality is more cruel some than our imagination!In my MailArt call I would 
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like you to visualize this Dutch saying. Media is free (f.i. comics, stories, 

music/songs, paintings, drawings, artistamps, collages, statues, billboards, 

postcards,,, etc) Size is free 

Exhibition at the end of 2002 at Minerva, Academy of Fine Arts and 

Design in Groningen, the Netherlands.( Only mailart pieces which refer to the 

theme of this call can be part of the exhibition) 

Online documentation: http://home.planet.nl/~tineds 

Deadline: October 2002 

Only snail mail / send to:ZenaZero 

Dilgtweg 26 NH Haren, The Netherlands.  

For questions only: kenzo@wxs.nl 

2. How do you use the internet 2a. Any plans for internet projects? 

I use the internet to find mailart sites and information about calls.  I do not 

participate in any e-mail art calls. At http://home.planet.nl/~tineds  - the links 

page you can see which sites I use the most. I do not have any plans for internet 

projects besides my Zerovia MailArt website. 

What do you think internet and mail art have in common? 

It is an easy way to get in contact with other people, no matter where they 

live.  Both kind of contacts are very superficial.   

What are the differences? 

I do not understand the question properly.  Do you mean The Internet 

versus Mail art or Email Art versus Snail Mail Art.  
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In the first case I do not know what to compare.  (it feels like comparing 

apples with peaches….) 

In the second case there is—for me– a huge difference.  Part of the mail 

art process, is the way a piece of mail art has to travel.  Will it arrive, in what 

state,  is it intact, how do the post office ‘date stamps’ interfere with what is on 

the envelop/ box or whatever,  are there any other  travel marks left….  

For me the mail art  is enough, I do not need to know more about the 

person behind the mail art work. What he / she is saying  through mail art is the 

main thing.  And a good piece of mail art says enough by itself, so that is why I 

do not use the internet to get into contact with other mail art people.  Personal 

contact is quite a different thing for me.   

5.  & 5 a    .What are  your favorite mail art related websites? 

I listed them on the links page of my own website.  I have divided them in 

categories. http://home.planet.nl/~tineds  

What have you learned from your network art experiences? 

It is nice when people find my website and discover what MailArt is.  That 

is the main reason I still have the site in the air.   
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Glossary 

ADD TO AND SEND  

A mail art project in which a page, a book, or an object is sent with 

instructions to "add to and send." The artist who receives the projects adds 

something to the project and sends it on to another artist, either another artist who 

is listed in instructions, or more commonly, any other artist.  Often the name of 

the originator is on the first version with a request to send the final version back to 

the orginal address. 

ART STRIKE  

In 1989 and Art Strike for the years 1990-1993 was announced by the 

Neoist group and Stewart Home in London. The idea of Art Strike caused free 

form critical debate around concepts of art, work, and social values. The Mail Art 

Network responded to the Art Strike with a barrage of discussion, some serious 

and some in fun. Some artists stopped making art and worked on social projects, 

others ignored the strike. Lloyd Dunn interpreted the idea as not a call to stop 

doing art, but as an invitation to start doing something else. For some Art Strike 

fun read back issues of YAWN at http://yawn.detritus.net/ 

ARTISTAMP 

A postage stamp sized graphic, printed on gummed paper and perforated 

with small lines of holes often printed in multiples to look like a sheet of postage 

stamps. 
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ASCII 

Acronym for the American Standard Code for Information Interchange. 

Pronounced ask-ee, ASCII is a code for representing English characters as 

numbers, with each letter assigned a number from 0 to 127. For example, the 

ASCII code for uppercase M is 77. Most computers use ASCII codes to represent 

text, which makes it possible to transfer data from one computer to another.   

http://www.webopedia.com/TERM/A/ASCII.html accessed October 24, 

2002 

BRAIN CELL 

Ryosuke Cohen's (Japan) project in which design elements, like 

rubberstamps sent by several Mail Artists, gather together and mix in a 

magisterial sheet [Boek 861] 

http://www.sztuka-fabryka.be/mailart/encyclopaedia/items/b-lijst.htm 

accessed January 7, 2003 

A collage of all the images that Cohen receives in a week printed on a 

single sheet in multicolor.  In addition to the collage of visual images Cohen 

produces a list of participants to that week's "Brain Cell." 
 

CAVELLINI 

Guglielmo Achille Cavellini was an Italian multi-millionaire. He was also 

largely responsible for the surge of interest in mail art that swept across Italy in 

the mid 1970s which continued to make Italy today one of the most productive 

countries in the Network.  
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Cavellini intended to make himself famous before his death but the real 

point of his project was to ensure that he was posthumously remembered as an 

artist and a great man. He went on to write many more books and, again because 

of his wealth, was able to send out thousands of copies to artists, historians, 

critics, journalists and museum directors. Perhaps his most successful publication 

concerning his self historification was his Enciclopedia Universale (Universal 

Encyclopaedia) in which he documented his life far into the future, crediting 

himself with inventions, for example 'an apparatus which makes it possible to live 

on air', and laying testimony to his assumed importance as the man who 

'demonstrates the existence of life of the previously undiscovered planet of 

Ulysses' and who 'makes his first experiment with a lever capable of lifting the 

world and displacing it 47cm' 

http://www.geocities.com/SoHo/5921/identity.html#sec4 

COLLAGE  

1 : an artistic composition made of various materials (as paper, cloth, or 

wood) glued on a surface 

2 : the art of making collages 

3 : an assembly of diverse fragments <a collage of ideas> 

4 : a work (as a film) having disparate scenes in rapid succession without 

transitions 

Merriam-Webster Online (http://www.m-w.com) 
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CORRESPONDANCE 

Who put the correspondance in correspondence?  I have written about this 

pivotal moment in magazines and catalogues often enough.  But each time the 

narrative might bear differently on a context, may possibly matter differently to a 

younger generation with its different possibilities, & could freshly combine with 

emerging themes in the history of art.  Thus the story comes out ever more 

complete, or else at an angle from which shoot off implications that combine with 

other sets of implications.  In 1961, Ray Johnson began writing "Please send 

to…" on some of the pieces of paper he dropped into the system of mail. The 

principle was the relay, but I have no recollection of anyone relaying anything to 

anyone else---people had enough trouble just finding envelopes and  stamps for 

ordinary events, and then more for mailing a response right back to Ray Johnson. 

(If other people had other experiences I hope that they record them and share 

documentation.)  On the sixth day of the sixth month, 1962, twin daughters were 

born into my family, at least eight members of which were familiar to Ray.  Now 

recall that Ray's visual and verbal thinking began with two complementary 

principles: if an object was one and integral, find a seam where it could be divided 

into two; if two objects were apparently unrelated, press them together into one 

object, a relation that would then have a seam in it after their mashing.  Identical 

twins galvanized Ray, as the births of Gordon and Sebastian Matta-Clark had 

overexcited some Surrealists.  Driving from Manhattan to Baltimore County, 

Maryland, when we arrived with the twins, they lying in a cardboard box that said 

"Eviscerated Turkeys" on the side, we all gathered on the rather large terrace May 
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Wilson had designed to have made of poured concrete.  I can see the scene, my 

sister and her family, the redwood benches, a dog trying to take it all the new 

smells at once, and May Wilson going into the house, then walking up to me, 

handing me a piece of paper, saying, "Here, Ray Johnson sent this for the girls."  

On the paper was written, and still is, "Please send to Kate and Ara Wilson."  

Suddenly the "Please send to…" motif became a theme that dominated our 

exchanges in the mail (I skip over how the activity actually occurred: Ray had lots 

of help).  May Wilson, who left high-school to go to work, aged about fifteen, and 

who became a grandmother by age 45, began in her 40s to study studio practices 

and the history of art by correspondence courses.  I have her assignments and her 

responses, and the responses of teachers, remarkable documents all of them.  In 

New York a meaningless label, New York School Painters, with variations, had 

become yet another tiresome journalist failure to think specifically.  Edward 

Plunkett, an artist and a historian of art---fondly known as "Dear Mister Plunkett" 

or "Dear Ed Plunkett," at least when referred to by Ray and Company, wittily 

combined Correspondence School of Art with New York School painting, 

constructing the name, The New York Correspondence School of Art.  His joke 

picked up the letter-writing in correspondence, and the similarity or connection in 

"correspondence," where a correspondence by letter could exchange information 

about ideas and images that corresponded with other ideas or images.  Somewhere 

along that time I sent Ray Baudelaire's poem, "Correspondances," with the French 

spelling. [From the Net: In Paris 1857, Baudelaire wrote "Correspondances", 

arguably his best-known poem. This work beautifully introduced Baudelaire's 



 458 

theory of *Synaesthesia: the idea that the senses can and should intermingle was 

enjoying a brief vogue, but its deeper significance was its prioritizing of symbol 

over symbolized. Inspired by the mystical theory of "Correspondences", a 

Swedenborgian term referring to the idea that every form in Heaven 

"corresponds" to a form on Earth, Baudelaire had come to believe that the artist's 

unique ability to represent truth un-didactically, through symbols and metaphors, 

was of immense importance.  The poem is about correspondences as networks of 

which Ray may have already known because the poem was a touchstone for the 

sensibilities of that period, a companion to C. Jung's Synchronicity.  So by late 

summer, 1963, we have twins, a network of relays moving envelopes through the 

postal system, and signs in windows in a Ukrainian neighborhood announcing in 

Ukrainian a festivity.  Ray inquired about one Ukrainian word, because he, a 

master of creative misreading, read the Ukrainian word in English as 3-A-BABY.  

He was told the word meant "dance."  The interest in three (3) emerged because a 

pioneer of Ray's network, Marie Tavroges, who was to become M. T. Stilkind, 

was pregnant, which added up to three babies and a dance.  Marie was 

indispensable in the early networking, because she could mail envelopes for free 

from Julliard Institute.  So now the French, "correspondence," redolent of 

Baudelaire, was mashed onto the American "correspondence," yielding Franco-

American "correspondence.  So Ed Higgins's "correspondence" became a 

pregnant optional spelling because "corespondance" corresponded with details 

like identical or co-responding twins, and the correspondence between three 

babies in Ray's life and 3-A-BABY, the word with which the poster became 
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legible to him in his world. Note that the one word, 3-A-BABY, or 3ABABY, he 

saw as a number mashed together with letters; thus he divided the printed word 

into two, with one use to point toward the Ukrainian dance, and the second use to 

point toward three babies.  By November, Ray had written the first "Please do not 

send to," and mockingly told me to frame it because it was very important (I was 

trying to preserve samples of his work because of its historical importance, a 

process he responded to by dividing his response into two.  On one hand he 

mischievously teased me for a scholarly interest in art as it was happening, but of 

course each of his teasings was itself an aesthetic event, sometimes an actual 

collage.  O n the other hand, he was actually giving me works that were turning 

points in his development, like a collage he inscribed as the First Buddha 

Urinating, writing on it that I should get it framed, and so I did. Gradually a 

problem arose from the word "art" in New York Correspondence School of Art. I 

don't think anyone had said "mail-art" before 1962, if even then (but research will 

decide such questions).  The word "art" both invigorated the process of relaying 

stuff in the mails, and inserted ideas of money and images of fame into the 

imaginations of some people.  As I watched through the 1960s, the "school," 

which was as centrifugal as it was centripetal, spun off sets and subsets, like a 

river becoming a delta as it flows off into many different streams.  The attempts at 

a history of those days, none of them using the archives that Ray planted with me, 

are well- intentioned but also self-serving.  The history of those days has yet to be 

written in verifiable and documented detail (my archives are open to and are used 

by scholars, but following themes of their research, not working out a chronicle of 
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the 1960s).  But suddenly we are in a moment that is altering the circumstances 

and only now do I think that an adequate history could be begun.  History does 

not work as though foundations are in place and something is built on those 

foundations.  As we go forward following emerging themes that are still under 

construction, we look back, not for example, to the New York School painting, or 

to Surrealist and Futurist mail-art, but understanding the meaning of what is 

emerging, can then look back toward precursors that become the foundation only 

retroactively, or retrospectively.  Foundations come later, and are often under 

continual reconstruction.  The structures we are building now will build their 

foundation under themselves after they realize themselves.  The larger and more 

complex the structure, the stronger the foundational events in the past will 

become.  The next novelty that emerges in your work will awaken a memory of 

something in your earlier life that is forgotten or neglected, but which is moved 

into position as a foundation only after you see the structure you have erected 

upon it  People, OK, Men!, gave the Tower in Pisa a foundation, but it soon 

secured itself another, even while it was under construction; so the men realigned 

the rest of the tower with a right angle, and that construction built another new 

foundation under itself.  The Hong Kong Airport is constructed on an island that 

is constructing its foundation under itself for the next two decades.  Since K. 

Goedel, we have been able to see that we probably can't start from an absolute 

and certain foundation, like builders in Goethe's "Elective Affinities," but must go 

ahead and build our structures, aware of uncertainties and instabilities, with the 

hope that the structures will construc t stable foundations, and secure them in place 
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under themselves.  The foundations of Modernism have collapsed, if only because 

most Modernists had sentimental ideas about foundations, misleading themselves 

with their nostalgia for absolute certainties of the kind people who don't know 

mathematics or logic have thought that they could find in mathematics.  Even 

some visual artists thought that absolute certainty could be experienced in 

mathematics, and art could achieve a corresponding certainty in its own terms. 

(That appetite for certainty is a huge theme: I will discuss it in a talk about Eva 

Hesse at Tate London in mid-November.  All persons of good will, with cowbells 

to sound and cigarette- lighters to wave in the dark, are invited.  I first saw the 

Power Station in London in 1952, from a boat on the Thames, and now I will visit 

it for a few last words on a supreme artist, Eva Hesse, born a baby without a 

country, Hamburg, Germany, 1936.  I go to England to bring justice to that two-

year-old child shipped on a train from Germany to the Netherlands, and now a 

woman who pulls the history of art in Germany into herself, I think the greatest 

artist born in Germany in the 20th century.  Come to London; I promise we won't 

visit the Queen.  I know this dark crowded pub…..).  Our emancipation from so 

much oppressive ignorance is that Goedel's theorems give us other images 

conveying other ideas, of course not scientifically, and certainly with no certainty.  

But we can sort of discern through pebbled-glass that his mathematico- logic 

corresponds with experiences of foundationlessness and of pathlessness in other 

fields, with helpful hints about how to build a structure, assured that if it stands, it 

will bring a foundation into position that is strong enough for the purposes. Of 

course structures fall, but, as Yeats says, people build again. K. Goedel changed 
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the history of thought about 1932, the yaar I was born, a century after Friedrich 

Wohler changed the history of chemistry, and therefore of thought.  Goedel did 

not become rich, and you can gauge how famous he became if you recognize his 

name.  I judge that if I had not learned to think analogues to some of the thoughts 

that Goedel thought, that I would not have fully lived in my own time.  I know, I 

think too much, and sound too solemn, so I'll quote a philosopher who, in a book 

of solemn philosophy, wrote, "This Goedel is killing me." 

W. S. Wilson (personal communication, October 24, 2002) 

CORRESPONDENCE  

1 a : the agreement of things with one another b : a particular similarity c : 

a relation between sets in which each member of one set is associated with one or 

more members of the other -- compare FUNCTION  

2 a : communication by letters; also : the letters exchanged b : the news, 

information, or opinion contributed by a correspondent to a newspaper or 

periodical  

Merriam-Webster Online (http://www.m-w.com) 

CRACKER JACK KID  

A pseudonym for Chuck Welch who created the first online museum of 

mail art, the Electronic Museum of Mail Art in 1994 and published The Eternal 

Network , a collection of essays written by mail artists. 

DADA 

Artistic and literary movement reflecting a widespread nihilistic protest 

against all aspects of Western culture, especially against militarism during and 
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after World War I (1914-1918). In their efforts to express the negation of all 

current aesthetic and social values, the Dadaists frequently used artistic and 

literary methods that were deliberately incomprehensible. Their theatrical 

performances and manifestos were often designed to shock or bewilder, with the 

aim of startling the public into a reconsideration of accepted aesthetic values. To 

this end, the Dadaists used novel materials, including discarded objects found in 

the streets, and new methods, such as allowing chance to determine the elements 

of their works. The German painter and writer Kurt Schwitters was noted for his 

collages composed of waste paper and similar materials.  

http://www.english.upenn.edu/~afilreis/88/dada-def.html accessed 

February 5, 2003 

FÊTE PERMANENTE (ROBERT FILLIOU) 

A phrase adopted by correspondence artists to depict the permanent 

change and creativity of the Network. "The artist must realize also that he is part 

of a wider network, La Fête Permanente [Eternal Network] going on around him 

all the time in all parts of the world. We will advertise also, as alternative 

performances such things as private parties, weddings, divorces, lawcourts, 

funerals, factory works, trips around towns in buses, pro-Negro manifestations or 

anti-Vietnam ones, bars, churches, etc... " 

Robert Filliou, Teaching and Learning as Peforming Arts, Köln/New 

York: Verlag. Gerbl. König, 1970, p. 204. 

http://sdrc.lib.uiowa.edu/atca/subjugated/two_5.htm 
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FILLIOU, ROBERT  (1926-1987) 

French Fluxus artist who worked for world peace with words, innovation, 

and performance. In the first of his appendices to Teaching and Learning as 

Performing Arts, Filliou shared the secret of what he called ‘Relative Permanent 

Creation’. This was a variation of what he had elsewhere called ‘La Fête 

Permanente’ - the permanent party, a continuously playful anarchy in response to 

the ‘fascism of the square world’. It was also a partner to an action poem Filliou 

presented in 1965 called ‘Le Filliou Ideal’, which in his book he describes as the 

‘secret of Absolute Permanent Creation’. The score of the poem reads:  

not deciding 

not choosing 

not wanting 

not owning 

aware of self 

wide awake 

SITTING QUIETLY 

DOING NOTHING  

After speaking these words to the audience, Filliou sat for a while in 

meditation (Filliou, 1970: 95).  The notion of Permanent Creation emerged again 

later in a series of discussions between Filliou and Kaprow in 1967. 

Filliou, Robert [‘and the READER, if he wishes’] (1970); Teaching and 

Learning as Performing Arts, Kasper König, ed.; Köln and New York: Verlag 

Gebr. König 
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Thompson, Chris.(2001). Responsible Idiocy and Fluxus Ethics: Robert 

Filliou and Emmanuel Levinas. 

a–r–c, issue 5, July 2001 

http://a-r-c.gold.ac.uk/a-r-c_Five/texts/5_responsible05.html 

FLUXUS  

The word "fluxus", means "a flow", Fluxus, focused on interdisciplinarity 

and on the use of means to a new concept of art, as "total art". The artistic 

experience, be it work or event, is the opportunity to create a presence and a sign 

of energy within reality. Thus "Fluxus" has functioned as a moving front of 

people, rather than as a group of specialists, following not so much a tactic of 

experimentation in new languages as a strategy of social contact, with the aim of 

creating a series of chain-reactions, or magnetic waves, above and below art.  

http://www.sapienza.it/magam/inglese/glossary/fluxus.html 

FUTURSIM (1910-1914) 

A movement rejecting the past with a desire to free language and form 

from confining literary and artistic conventions. The principles of Futurism were 

based on a manifesto by the poet Marinetti (Italy, 1909) which called for a new 

graphic order in poetic work, one that thrusts language into the modern age of 

speed, industrialization and publicity. What emerged is art with topsy turvy 

arrangements and letterforms, imbalanced compositions, texts filled with signs 

and phrases from the world of advertising and promotion. Though it did not 

survive World War I, it was an important force in the development of 20th 

century art.  
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http://arthistory.about.com/library/weekly/uc110701a.htm 

accessed February 5, 2003 

GIF 

One of the most widely supported web image graphic formats 

CompuServe GIF, or GIF stands for "Graphic Interchange Format." 

HAPPENING 

An artistic event of a theatrical nature, but usually improvised 

spontaneously without the framework of a plot.  

INFORMATICS   

Informatics is a far ranging term referring to the creation, recognition, 

representation, collection, organization, trans formation, communication, 

evaluation and control of information in various systems. Computers are at the 

core of all types of informatics. Informatics is the art, science and human 

dimensions of information technologies. Informatics programs of study have been 

combined with linguistics, communications, new media, biology, medicine, 

psychology, engineering and sociology. 

Indiana University School of Journalism Newswire  

http://www.cs.man.ac.uk/mig/links/informatics.htm   

JOHNSON, RAY  (1927-1995) 

NewYork pop artist and founder of the New York Correspondence 

School, that grew internationally into the Mail Art Network. 
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JPEG 

Joint Pictures Expert Group. The committee which set standards for a file 

format for graphics. The JPEG file format is a compressed format, with some loss 

of quality during compression. A popular web format do to the generally small 

size of pictures. File formats of .jpg, .jpeg, and .jpe. 

MAIL 

1 chiefly Scottish : BAG, WALLET 

2 a : something sent or carried in the postal system b : a conveyance that 

transports mail c : messages sent electronically to an individual (as through a 

computer system) 

3 : a nation's postal system -- often used in plural  

Merriam-Webster Online (http:/ /www.m-w.com) 

NET ART OR NET.ART 

Art made for the Internet, digital art, new media art. Often characterized 

by creative implementation of hypertextual links and interactivity.   

NETLAND 

A global community generated as a result of creative networking by mail 

art networkers. 

NOISEOLOGIST 

An experimental sound artist.   
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PLEXUS  

A conceptual and artistic web space for aesthetic evidence of digital 

culture.  An online hub developed in 1998 as a reflection on the unfixed and 

varied perspectives of online culture. The site's organizers are artist Stephen 

Pusey and curator Yu Yeon Kim. www.plexus.org 

RANT 

1 : to talk in a noisy, excited, or declamatory manner 

2 : to scold vehemently 

Merriam-Webster Online (http://www.m-w.com) 

SELF-HISTORIFICATION  

The attempt to affirm oneself in the system of art. Practiced by A.G. 

Cavellini and adapted by other mail artists at various degrees of seriousness. 

VILE 

In 1974 Anna Banana began publishing VILE Magazine to document mail 

art activity and produced seven issues between 1974 and 1980. The 8th and final 

edition in 1983 was produced as a book, About VILE. 

VISUAL POETRY 

To combine the visual and literary impulses, to tie together the experience 

of these two areas into an aesthetic whole. 

Higgins, Dick. (1987) A Short History of Pattern Poetry. 

From Pattern Poetry: Guide to an Unknown Literature, 

State University of New York Press, 1987 
http://www.ubu.com/papers/higgins_pattern.html  



 469 

WORD STRIKE  

Mark Bloch’s personal strike to give the word “art” back to the art world 

let it denote only activities involving money and let your attention drift 

effortlessly to the void created by its absence. So don't say "art", don't say 

anything. 

ZINE 

Zines can then be defined as uncommercial, nonprofessional, small-

circulation magazines produced, published and distributed by their editors. 

[Wertham] The word "zine" therefore aptly embodies the independent magazine 

press that has become all but invisible in recent years. Mike Gunderloy, the 

founder and long-time editor of Factsheet Five, a zine devoted to cataloging the 

zine press and acting as a networking clearing house, said 90 percent of modern 

zines fit into one or more of the following classifications: art (including comics, 

mail art and collage), conservative/Constitutionalist, ecological/environmental, 

film (horror, sleaze and gore), poetry, religion (pagan, Subgenius, Discordian and 

ceremonial magic), anarchist/leftist, music, science fiction/fantasy, mainstream 

literary, UFO/Fortean/psychic/odd science/cranks, peace/anti-war/ socially 

conscious, and gay/lesbian/bisexual. [Gunderloy, 1989] 

Row, Heath  Fandom to Feminism: An Analysis of the Zine Press 

http://www.zinebook.com/resource/heath.html  
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ZINE SCENE 

Cultural phenomenona of the past two decades has been the proliferation 

of zines, self-published periodicals with small press runs, often photocopied, 

frequently irreverent, and usually appealing to audiences with highly specialized 

interests. With an estimated 20,000 in existence, zines can no longer be regarded 

as a strictly underground culture phenomenon, but must be accepted as a 

significant, if not permanent, part of the American cultural landscape. 

Wright, Fred Characteristics of Zines  

http://www.zinebook.com/resource/wright1.html  
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